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   As	  I	  begin	  this	  capstone	  project,	  as	  dramaturg	  for	  Street	  Scene	  to	  be	  
presented	  by	  the	  departments	  of	  Theatre	  and	  Music	  at	  the	  University	  of	  Minnesota-­‐
Duluth	  (UMD)	  in	  the	  spring	  of	  2015,	  I	  am	  exited	  by	  the	  prospect	  of	  beginning	  my	  
research	  of	  immigrants	  in	  the	  1940’s	  and	  their	  life	  experience	  in	  the	  Hell’s	  Kitchen	  
neighborhood	  of	  New	  York	  City.	  Preparing	  for	  the	  Literature	  Review	  portion	  of	  the	  
capstone,	  I	  had	  intended	  to	  delve	  into	  the	  analysis	  of	  Street	  Scene,	  an	  American	  
opera	  by	  Kurt	  Weill,	  Langford	  Hughes	  and	  Elmer	  Rice.	  I	  felt	  like	  this	  literature	  
review	  would	  be	  a	  great	  beginning	  point	  to	  the	  research	  that	  I,	  as	  dramaturg,	  would	  
have	  to	  do.	  It	  came	  as	  quite	  a	  surprise	  when	  my	  faculty	  capstone	  committee	  
suggested	  that	  I	  begin	  my	  capstone	  with	  an	  investigation	  of	  dramaturgy.	  “Explore	  
the	  field!”	  recommended	  Dr.	  Ugena	  Whitlock	  of	  Kennesaw	  State	  University’s	  
Interdisciplinary	  Studies	  and	  Education	  Departments,	  humbly	  stating,	  “I	  don’t	  know	  
anything	  about	  dramaturgy	  and	  as	  this	  may	  be	  a	  career	  option	  for	  you,	  go	  find	  what	  
you	  can	  about	  it.”	  	  
	   I	  began	  my	  personal	  dramaturgical	  journey	  with	  a	  mentor,	  Dr.	  Jane	  Barnette,	  
now	  with	  the	  University	  of	  Kansas,	  who	  lead	  me	  to	  dramaturgy,	  unbeknown	  to	  me	  
at	  the	  time,	  through	  her	  Chautauqua	  colloquium	  project	  in	  her	  undergraduate	  
theatre	  history	  course.	  She	  suggested	  that	  I	  begin	  my	  readings	  for	  this	  review	  with	  
Michael	  Mark	  Chemers’	  Ghost	  Light,	  a	  text	  used	  in	  her	  dramaturgy	  course	  at	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Kennesaw	  State	  University.	  My	  capstone	  committee	  member	  from	  UMD,	  Jenna	  
Soleo-­‐Shanks,	  immediately	  confirmed	  this	  suggestion	  that	  I	  use	  Chemers	  as	  a	  
starting	  text.	  She	  also	  suggested	  The	  Routledge	  Companion	  to	  Dramaturgy,	  which	  
was	  so	  new	  when	  it	  arrived	  from	  Amazon,	  the	  pages	  of	  the	  book	  were	  still	  warm	  
from	  the	  presses.	  I	  began	  also,	  with	  literature	  that	  Chemers	  recommended	  in	  his	  
text	  including	  Dramaturgy	  and	  Performance	  by	  Cathy	  Turner	  and	  Synne	  K.	  Behrndt;	  
I	  could	  easily	  see	  their	  influence	  on	  Chemers	  work.	  I	  am	  pleased	  with	  the	  trail	  that	  
led	  me	  to	  a	  wide	  and	  varied	  sample	  of	  readings.	  
	   I	  will	  be	  discussing	  several	  elements	  of	  dramaturgy	  in	  this	  review,	  although	  
many	  aspects	  will	  be	  limited	  in	  a	  paper	  of	  this	  length.	  As	  there	  is	  so	  much	  
conversation	  as	  to	  what	  a	  dramaturg	  is,	  or	  isn’t,	  or	  might	  be,	  or	  could	  be,	  I	  will	  most	  
certainly	  look	  at	  what	  scholars	  are	  saying.	  I	  will	  look	  mainly	  at	  the	  process	  of	  the	  
production	  dramaturg,	  as	  that	  is	  where	  my	  focus	  will	  be	  at	  UMD.	  Working	  in	  the	  
university	  setting	  for	  this	  dramaturgy	  project,	  I	  will	  be	  exploring	  how	  young	  
dramaturges	  are	  being	  trained,	  referring	  primarily	  to	  syllabi	  from	  colleges	  to	  see	  
what	  is	  being	  taught	  in	  dramaturgical	  classes	  and	  programs	  from	  around	  the	  
country.	  	  Following	  this	  review	  of	  the	  literature,	  I	  will	  submit	  a	  proposal	  for	  the	  
capstone	  project	  that	  will	  take	  place	  in	  the	  spring	  of	  2015,	  acting	  as	  dramaturg	  for	  
Street	  Scene,	  UMD’s	  Theatre	  and	  Music	  department’s	  spring	  production.	  I	  will	  
further	  discuss	  what	  UMD’s	  resident	  dramaturg,	  Jenna	  Soleo-­‐Shanks,	  and	  
production	  director,	  Alice	  Pierce	  have	  ask	  of	  me	  as	  dramaturg	  and	  then	  what	  I	  
would	  like	  to	  accomplish	  in	  addition	  to	  the	  final	  reflection	  of	  this	  capstone	  project.	  
	  	  	  
	  







	   U.S.	  Colleges	  and	  Universities	  are	  continuing	  to	  offer	  dramaturgy	  as	  a	  part	  of	  
the	  course	  work	  in	  theatre	  degree	  programs.	  According	  to	  The	  Literary	  Managers	  
and	  Dramaturgs	  of	  the	  Americas,	  an	  association	  for	  scholars	  and	  professionals,	  
fifteen	  universities	  offers	  degree	  programs	  in	  dramaturgy.	  Some	  40	  or	  more	  offer	  
course	  work.1	  With	  an	  ever	  growing	  concern	  as	  to	  what	  a	  dramaturg	  is	  and	  what	  
the	  job	  entails	  (scholars	  can’t	  even	  decide	  how	  to	  spell	  the	  word.	  	  I	  have	  chosen	  to	  
eliminate	  the	  pesky	  e	  at	  the	  end),	  and	  with	  a	  very	  limited	  amount	  of	  dramaturgical	  
career	  options,	  what	  does	  university	  dramaturgy	  curricula	  look	  like?	  After	  
examining	  scholarly	  work	  on	  dramaturgy,	  I	  propose	  to	  look	  at	  several	  syllabi	  to	  see	  
how	  students	  are	  introduced	  to	  the	  field	  and	  their	  future	  profession.	  	  
	  
II.	  	  Dramaturgy	  
	  
	  
	   It	  was	  during	  my	  senior	  year	  as	  a	  Theatre	  and	  Performance	  Studies	  
undergrad	  at	  Kennesaw	  State	  University	  that	  I	  took	  a	  course	  in	  Dramaturgy	  from	  
Dr.	  Jane	  Barnette.	  I	  had	  never	  considered	  being	  a	  dramaturg:	  it	  had	  never	  even	  
crossed	  my	  mind.	  	  At	  the	  time	  I	  was	  acting	  in	  a	  show	  and	  needed	  a	  course	  that	  was	  
timed	  so	  that	  I	  could	  make	  rehearsals,	  I	  settled	  on	  a	  course	  in	  dramaturgy.	  It	  
wouldn’t	  be	  long	  before	  I	  realized	  I	  had	  a	  lot	  of	  qualities	  that	  just	  might	  help	  to	  
make	  me	  a	  strong	  dramaturg.	  Dr.	  Barnette	  approached	  me,	  soon	  after	  completing	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  Literary	  Managers	  and	  Dramaturgs	  of	  the	  Americas.	  LMDA.org.	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the	  course,	  and	  asked	  if	  I	  would	  assist	  her	  in	  the	  dramaturgy	  for	  a	  production	  of	  The	  
Elephant’s	  Graveyard	  by	  George	  Brandt	  being	  performed	  at	  Auburn	  University	  in	  
Auburn,	  Alabama.	  With	  a	  background	  in	  circus	  performance	  (I’m	  a	  former	  Ringling	  
Brothers	  and	  Barnum	  and	  Bailey	  Circus	  clown),	  I	  immediately	  said,	  “Yes!”	  I	  
excitedly	  told	  my	  mother,	  an	  arts	  patron	  for	  years,	  and	  her	  response	  was	  a	  great	  
ego	  deflator:	  “Oh	  you	  get	  to	  write	  those	  stuffy	  notes	  in	  the	  program	  that	  no	  one	  ever	  
reads!”	  	  She	  said	  it	  as	  if	  she	  were	  joking,	  but	  she	  really	  had	  no	  idea	  what	  else	  a	  
dramaturg	  might	  do.	  	  
	   Many	  scholars	  who	  have	  written	  about	  dramaturgy	  have	  relayed	  stories	  
containing	  quirky	  comments	  like	  my	  mother’s.	  	  American	  theatre	  scholars,	  since	  the	  
rise	  of	  American	  dramaturgy	  in	  the	  1970’s,	  have	  debated	  the	  question:	  What	  is	  
dramaturgy?	  How	  do	  you	  succinctly	  answer	  that	  question	  for	  an	  inquiring	  audience	  
member	  who	  sees	  only	  program	  notes	  and	  possibly,	  although	  rarely	  outside	  
academia,	  a	  lobby	  display?	  What	  do	  dramaturges	  use	  as	  the	  ‘Elevator	  pitch’	  when	  
asked	  what	  they	  do	  as	  dramaturgs?	  While	  some	  attempts	  to	  answer	  seem	  perfectly	  
logical	  and	  scholarly,	  a	  consensus	  between	  dramaturges,	  directors,	  designers,	  
actors,	  publicity	  and	  marketing	  departments,	  education	  departments,	  literary	  
managers,	  stage	  managers,	  and	  artistic	  directors	  has	  yet	  to	  perfectly	  define	  the	  
dramaturges	  purpose	  and	  job	  description,	  or	  even	  agree	  if	  the	  dramaturg	  is	  needed	  
at	  all.	  Cathy	  Turner	  and	  Synne	  K.	  Behrndt,	  in	  their	  book	  Dramaturgy	  and	  
Performance,	  see	  it	  this	  way:	  “When	  we	  are	  asked	  what	  the	  word	  means,	  and	  what	  a	  
‘dramaturg’	  might	  be,	  it	  is	  not	  helpful	  to	  state	  that	  these	  questions	  are	  
unanswerable.	  A	  provisional	  or	  partial	  answer,	  acknowledged	  as	  such,	  may	  be	  the	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beginning	  of	  a	  new	  enquiry.”2	  Indeed	  the	  literature	  and	  the	  scholarly	  discussions	  
that	  I	  have	  found	  on	  dramaturgy	  are	  wrestling	  with	  simply	  answering	  this	  perhaps	  
unanswerable	  question.	  	  
	   Dramaturgy	  has	  been	  in	  use	  since	  the	  beginning	  of	  theatre	  history.	  
Dramaturgy	  is	  imperative	  to	  the	  play	  and	  the	  production,	  as	  a	  guide	  to	  the	  
aesthetics	  of	  the	  production.	  The	  overseeing	  of	  the	  composition	  of	  the	  play,	  the	  
structure,	  and	  architecture	  is	  dramaturgy.3	  Lawrence	  Switzky,	  Assistant	  Professor;	  
Graduate	  Faculty;	  and	  Undergraduate	  Instructor	  at	  the	  University	  of	  Toronto,	  
artfully	  uses	  the	  metaphor	  of	  dramaturgy	  being	  likened	  to	  architecture	  in	  his	  
observation	  that	  dramaturgy	  is	  “regularly	  involved	  with	  the	  architechtonics	  of	  
performance.”4	  	  	  Michael	  Mark	  Chemers,	  an	  associate	  Professor	  of	  Theatre	  Arts	  at	  
the	  University	  of	  California-­‐Santa	  Cruz	  and	  the	  founding	  Director	  of	  the	  Bachelor	  in	  
Fine	  Arts	  Dramaturgy	  program	  at	  Carnegie	  Mellon	  University,	  begins	  his	  
exploration	  as	  to	  the	  answer:	  
	   	   In	  practice,	  dramaturgy	  refers	  to	  the	  accumulated	  
	   	   	   techniques	  that	  all	  theatrical	  artist	  employ	  to	  do	  three	  	  
	   	   	   things:	  
	  
	   	   1.	  Determine	  what	  the	  aesthetic	  architecture	  of	  a	  piece	  	  
	   	   	   of	  dramatic	  literature	  actually	  is	  (analysis).	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   2	  Cathy	  Turner	  and	  Synne	  K.	  Behrndt.	  Dramaturgy	  and	  Performance.	  
New	  York:	  Palgrave,	  2008.	  1.	  
	  
	   3	  Michael	  Mark	  Chemers.	  	  Ghost	  Light:	  an	  Introductory	  Handbook	  for	  
Dramaturgy.	  Carbondale:	  Southern	  Illinois	  Press,	  2010.	  	  
	  
	   4	  Lawrence	  Switzky.	  “Dramaturgy	  as	  skill,	  function,	  and	  verb.”	  	  The	  
Routledge	  Companion	  to	  Dramaturgy.	  Ed.	  Magda	  Romanska.	  New	  York:	  
Routledge,	  2015.	  174.	  Switzky	  is	  an	  assistant	  professor	  and	  graduate	  faculty	  
at	  the	  University	  of	  Toronto.	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   2.	  Discover	  everything	  needed	  to	  transform	  that	  inert	  	  
	   	   	   script	  into	  a	  living	  piece	  of	  theatre	  (research).	  
	  
	   	   3.	  Apply	  that	  knowledge	  in	  a	  way	  that	  makes	  sense	  to	  	  
	   	   	   the	  living	  audience	  at	  this	  time	  in	  this	  place	  	  
	   	   	   (practical	  application).5	  	  
	  
Restated:	  Analyze	  the	  text,	  do	  the	  research	  needed	  and	  apply	  that	  wisdom	  to	  your	  
artistry,	  for	  your	  audience.	  	  
	  	   	  Dramaturgy	  derives	  from	  the	  Greek	  word	  Dramaturgia;	  Composition	  of	  a	  
play.	  G.E.	  Lessing,	  in	  the	  late	  1700s,	  was	  known	  to	  first	  use	  dramaturgy	  in	  a	  form	  
that	  would	  be	  familiar	  to	  us	  today.	  He	  wrote	  many	  essays	  on	  play	  composition,	  
structure,	  acting,	  and	  audience	  in	  an	  effort	  to	  refine	  the	  German	  theatre.	  It	  was	  
Bertold	  Brecht	  who	  in	  the	  first	  half	  of	  the	  20th	  century	  took	  dramaturgy	  in	  Germany	  
to	  a	  new	  modern	  form.	  He	  believed	  that	  every	  aspect	  of	  theatre	  was	  a	  source	  for	  
dramaturgy,	  from	  the	  theatre	  lobby	  to	  the	  buttons	  on	  a	  costume.	  He	  often	  hired	  
several	  dramaturges	  for	  a	  show,	  while	  at	  the	  same	  time	  believed	  that	  every	  one	  on	  
the	  production	  team	  was	  a	  dramaturg,	  all	  having	  a	  say	  in	  the	  dramaturgy.6	  Today	  in	  
the	  German	  theatre	  it	  is	  not	  unusual	  for	  the	  dramaturges	  name	  to	  be	  listed	  with	  or	  
above	  the	  artistic	  director’s	  name.	  A	  model,	  rarely	  if	  ever	  achieved	  in	  American	  
theatre,	  the	  dramaturg	  in	  Germany	  is	  a	  vital	  role	  as	  a	  theatres	  operations	  manager,	  
literary	  manager,	  as	  a	  production	  team	  member	  and	  as	  collaborator.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   5	  Chemers.	  3.	  
	  
	   6	  Turner	  and	  Behrndt,	  17-­‐69.	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   Note	  here,	  that	  dramaturgy	  and	  the	  dramaturg	  are	  not	  one	  and	  the	  same.	  If	  
Dramaturgy	  is	  the	  noun	  then	  the	  dramaturg	  is	  the	  verb.7	  	  Cindy	  Brizzell,	  of	  Empire	  
State	  College,	  and	  Andre’	  Lepecki,	  of	  The	  Tisch	  School	  of	  the	  Arts	  at	  NYU,	  insist	  that	  
dramaturgy	  is	  invisible:	  that	  dramaturgy	  will	  happen	  whether	  or	  not	  a	  dramaturg	  is	  
present.	  8	  Theatre	  being	  a	  collaborative	  art	  form,	  dramaturgy	  is	  going	  to	  naturally	  
happen	  as	  the	  team	  of	  artist	  creates	  theatre.	  Dramaturgy	  can	  be	  accomplished	  
among	  the	  director,	  designers,	  actors	  and	  other	  members	  of	  the	  production	  staff.	  
This	  quote	  from	  Hans-­‐Thies	  Lehmann,	  a	  German	  theatre	  theorist	  at	  the	  University	  
of	  Kent;	  and	  professor	  of	  theatre	  studies	  at	  the	  University	  of	  Leipzig,	  Patrick	  
Primavesi,	  are	  very	  encompassing	  to	  what	  dramaturgy	  is	  best	  thought	  to	  be:	  
	   	   	  
	   	  The	  function	  of	  theatre	  as	  a	  public	  sphere	  requires	  a	  
dramaturgical	  discourse	  that	  is	  more	  ready	  to	  pose	  questions	  
than	  to	  give	  answers	  and	  that	  is	  constantly	  reflecting	  its	  
relation	  to	  political	  context	  without	  patronizing	  the	  audience	  
or	  insisting	  on	  a	  particular	  interpretation.	  More	  important	  
than	  the	  dramaturg	  is	  the	  dramaturgy,	  collective	  whenever	  
possible.9	  
	  
The	  definition	  of	  Dramaturgy	  seems	  more	  easily	  defined	  than	  what	  a	  dramaturg	  is	  
or	  does.	  Every	  scholar	  read	  for	  this	  literature	  review	  agreed	  that	  dramaturgy	  is	  a	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   7	  	  Switsky.	  176-­‐177.	  	  	  
	  
	   8	  Cindy	  Brizzell	  and	  Andre’	  Lepecki.	  “Introduction:	  The	  Labor	  of	  the	  
Question	  is	  the	  (feminist)	  Question	  of	  Dramaturgy.”	  Women	  and	  
Performance:	  A	  Journal	  of	  Feminist	  Theory.	  26,	  vol.	  13,	  no.2.	  (2003):	  15-­‐16.	  
http://ejournals.ebsco.com/Direct.asp?AccessToken=2999L9S8SFA1MSBSS
YWBAFZZ2MBB8LF9LF&Show=Object	  (accessed	  November	  1,	  2014).	  
	  
	   9	  Hans-­‐Thies	  Lehmann	  and	  Patrick	  Primavesi.	  “Dramaturgy	  on	  
Shifting	  Ground.”	  The	  Routledge	  Companion	  to	  Dramaturgy.	  New	  York:	  
Routledge,	  2015.	  171.	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real	  and	  necessary	  function	  in	  the	  theatrical	  process;	  weather	  or	  not	  they	  agree	  
that	  a	  dramaturg	  is	  a	  necessary	  position	  on	  a	  production	  team	  is	  a	  much	  more	  
divergent	  discussion.	  	  
	  
III.	  So	  What	  Does	  a	  Dramaturg	  Do?	  
	  
Audience	  Member:	  What	  did	  you,	  as	  dramaturg,	  actually	  do	  
	   for	  this	  production?	  What	  appeared	  on	  the	  stage	  that	  
	   is	  a	  result	  of	  what	  you	  did?	  
Mark	  Bly:	  I	  can’t	  point	  to	  anything	  specifically,	  but	  if	  you	  took	  
	   a	  knife	  to	  that	  play,	  it	  would	  bleed	  me.	  
	   	   -­‐-­‐Overheard	  by	  Michael	  Mark	  Chemers,	  	  
	   	   	   23	  August	  2007,	  Arena	  Stage	  talkback.	  
	  
	  
	   Georg	  II,	  Duke	  of	  Saxe	  Meinigen	  is	  considered	  to	  be	  the	  first	  theatre	  director.	  
Directors	  were	  an	  invention	  of	  the	  late	  19th	  Century,	  at	  which	  time	  they	  were	  not	  
considered	  a	  necessary	  position	  in	  the	  theatre.	  One	  case	  in	  point:	  actors,	  producers,	  
the	  writers	  of	  plays,	  or	  a	  combination	  of	  these,	  performed	  the	  role	  of	  director	  in	  the	  
Elizabethan	  period	  of	  theatre.	  	  Mark	  Bly,	  a	  freelance	  dramaturg	  and	  professor	  of	  
playwriting	  at	  Hunter	  College,	  in	  his	  article	  “Bristling	  with	  Multiple	  Possibilities,”	  
reminds	  us	  that	  only	  in	  the	  last	  hundred	  and	  fifty	  years	  has	  the	  role	  of	  the	  director	  
come	  to	  be	  the	  compulsory	  role	  in	  the	  theatrical	  process	  that	  it	  is	  today.10	  With	  the	  
advance	  in	  theatre	  technology,	  theatre	  roles	  such	  as	  lighting,	  set	  design,	  playwriting	  
and	  others,	  have	  increased	  the	  creative	  possibilities	  in	  the	  production	  of	  theatre.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   10	  Bly,	  Mark,	  “Bristling	  with	  Multiple	  Possibilities.”	  In	  Dramaturgy	  in	  
American	  Theater:	  A	  Source	  Book.	  ed.	  Susan	  Jonus,	  Goeff	  	  Proehl,	  Michael	  
Lupu.	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Now,	  more	  than	  ever	  the	  role	  of	  director	  is	  considered	  an	  absolute	  indispensable	  
role.	  The	  specializing	  of	  the	  production	  team’s	  roles	  increases	  the	  need	  for	  a	  
director	  to	  oversee	  the	  production	  team,	  becoming	  a	  necessity	  to	  guide	  a	  
production	  to	  a	  cohesive	  piece	  of	  art.	  The	  Dramaturg	  today	  is	  taking	  the	  same	  route	  
to	  acceptance.	  Just	  as	  directors,	  in	  the	  early	  stages	  of	  their	  development,	  were	  seen	  
with	  contempt,	  scorn	  and	  hatred	  from	  actors,	  designers,	  playwrights	  and	  the	  like,	  
today’s	  emerging	  dramaturgs	  are	  not	  without	  a	  similar	  contempt.11	  Theatre	  
scholars	  as	  well	  as	  practitioners	  today	  are	  arguing	  whether	  dramaturgs	  are	  a	  
necessity,	  a	  luxury,	  or	  whether	  they	  are	  even	  needed	  at	  all!12	  	  	  Cindy	  Brizzell	  and	  
Andre’	  Lepecki	  relay	  a	  common	  sentiment	  of	  critics,	  actors,	  directors	  and	  designers:	  
“A	  good	  dramaturgy	  is	  imperative	  for	  the	  success	  of	  a	  production.	  But	  not	  so	  many	  
will	  agree	  without	  reservations	  that	  a	  good	  (if	  any)	  dramaturg	  is	  imperative	  for	  a	  
good	  production.”13	  	  
	   Michael	  Mark	  Chemers’	  first	  chapter	  in	  his	  book	  Ghost	  Light:	  An	  Introductory	  
Handbook	  for	  Dramaturgy,	  is	  titled	  “What	  the	  #$%@	  is	  a	  Dramaturg?”	  This	  simple	  
and	  humorous	  chapter	  title	  is	  a	  recurring	  question	  among	  scholarly	  writings	  on	  
dramaturgy	  and	  the	  dramaturg.	  It	  is	  a	  question	  for	  which	  no	  one	  has	  a	  definitive	  
answer.	  	  In	  his	  article	  Dramaturgy	  in	  Education,	  Oscar	  G.	  Brockett,	  a	  widely	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   11	  Susan	  Jonas	  and	  Geoff	  Proehl.	  Dramaturgy	  in	  American	  Theatre:	  A	  
Source	  Book.	  Belmont	  CA:	  Wadsworth,	  1997.	  Viii.	  	  
	  
	   12	  Chemers,	  Bly,	  Turner	  and	  Behrndt,	  McCabe.	  	  
	  
	   13	  Cindy	  Brizzell	  and	  Andre’	  Lepecki.	  “Introduction:	  The	  Labor	  of	  the	  
Question	  is	  the	  (feminine)	  Question	  of	  Dramaturgy.”	  Women	  and	  
Performance:	  A	  Journal	  of	  Feminine	  Theory.	  26.	  No.	  2.	  2003.	  15-­‐16.	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respected	  theatre	  historian	  at	  The	  University	  of	  Texas	  for	  some	  25	  years,	  promotes	  
the	  dramaturg’s	  principal	  goal:	  “to	  promote	  integration	  of	  the	  knowledge	  and	  
perception	  learned	  from	  theatre	  history,	  dramatic	  literature,	  and	  theory	  with	  the	  
skills	  and	  expertise	  needed	  to	  realize	  the	  potential	  of	  a	  particular	  time	  and	  place	  for	  
a	  particular	  audience.”14	  	  While	  Lawrence	  Switzky	  simply	  sees	  the	  dramaturg	  as	  
“One	  who	  keeps	  the	  whole	  in	  mind,”15	  Terry	  McCabe	  insists	  only	  that	  a	  dramaturg	  
does	  the	  work	  for	  a	  lazy	  director.16	  McCabe	  echoes	  the	  dismay	  of	  production	  
personnel	  asking,	  “Why	  do	  we	  need	  this	  new	  position	  in	  the	  theatre?”	  The	  website	  
of	  The	  Literary	  Managers	  and	  Dramaturgs	  of	  the	  Americas,17	  offers	  quotes,	  
throughout	  the	  pages	  of	  their	  website,	  from	  members	  expressing	  their	  definitions	  
of	  dramaturgy	  and	  the	  job.	  These	  quotes,	  from	  professionals,	  students	  and	  scholars	  
of	  dramaturgy,	  differ	  greatly	  in	  their	  scope.	  This	  ambiguity	  towards	  the	  answer	  
must	  originate	  from	  the	  scope	  of	  the	  dramaturges	  jobs.	  	  
	   It	  can	  be	  surmised	  that	  scholars	  are	  dividing	  dramaturges	  into	  three	  general	  
categories:	  1)	  The	  dramaturg	  as	  assistant	  to	  a	  playwright	  and	  new	  works	  
development,	  2)	  The	  dramaturg	  for	  a	  theatre	  company,	  often	  called	  an	  institutional	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   14	  Oscar	  G.	  Brockett.	  “Dramaturgy	  in	  Education,”	  In	  Dramaturgy	  in	  
American	  Theater:	  A	  Source	  Book.	  ed.	  Susan	  Jonas,	  Geoff	  Proehl	  and	  Michael	  
Lupu.	  Belmont:	  Wadsworth,	  1997.	  42	  
	  
	   15	  Lawrence	  Switsky.	  “Dramaturgy	  as	  Skill,	  Function	  and	  Verb.”	  in	  The	  
Routledge	  Companion	  to	  Dramaturgy.	  ed.	  Magda	  Romanska.	  New	  York:	  
Routledge,	  2015.	  	  
	  
	   16	  Terry	  McCabe,	  “A	  Good	  Director	  Doesn’t	  Need	  a	  Dramaturg,”	  
Chronicle	  of	  Higher	  Education	  47,	  no.	  42.	  Ebsco.	  (June	  29,	  2001).	  
	  	  
	   17	  Literary	  Managers	  and	  Dramaturgs	  of	  America.	  lmda.org.	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dramaturgy,”	  this	  would	  include	  faculty	  dramaturgs	  at	  universities.	  And	  3)	  The	  
production	  dramaturg	  dedicated	  to	  work	  on	  one	  specific	  production.	  I	  want	  to	  focus	  
here	  on	  the	  role	  of	  the	  production	  dramaturg,	  as	  that	  will	  be	  the	  focus	  of	  my	  project	  
with	  the	  University	  of	  Minnesota.	  However,	  a	  discussion	  of	  the	  other	  two	  categories	  
will	  be	  helpful	  in	  understanding	  the	  role	  and	  nature	  of	  the	  dramaturg.	  	  	  
	   Pulitzer	  Prize	  winner,	  Tony	  Kushner	  used	  a	  dramaturg	  for	  his	  playwrighting	  
process	  for	  Angels	  in	  America.	  Kushner	  thought	  so	  well	  of	  the	  dramaturg’s	  support	  
that	  his	  dramaturg	  receives	  15%	  of	  the	  royalties	  from	  the	  play.	  Jonathon	  Larson	  
employed	  a	  dramaturg	  for	  the	  musical	  Rent.	  Larson’s	  dramaturg	  brought	  much	  
attention	  to	  dramaturgy	  when	  she	  sued	  Larson’s	  estate	  (he	  passed	  away	  shortly	  
before	  the	  shows	  Broadway	  premier)	  for	  royalties,	  claiming	  that	  she	  had	  written	  
much	  of	  the	  text	  for	  Rent.18	  But	  it	  is	  not	  the	  job	  of	  the	  dramaturg	  to	  write	  for	  the	  
playwright,	  she	  is	  only	  there	  as	  a	  guide	  and	  mentor.	  As	  in	  production	  dramaturgy,	  
a	  playwright	  dramaturg	  may	  perform	  research,	  suggest	  theatrical	  forms	  and	  act	  as	  
a	  third	  eye;	  an	  editor	  of	  sorts.	  
	   A	  theatre	  company,	  chiefly	  regional	  theatres	  and	  universities,	  may	  employ	  
full-­‐time	  institutional	  dramaturgs.	  She	  may	  act	  as	  a	  literary	  manager	  or	  as	  an	  
assistant	  to	  a	  literary	  manager.	  	  She	  will	  act	  as	  a	  liaison	  between	  every	  department	  
within	  the	  theatre	  company,	  as	  well	  as	  liaison	  between	  each	  branch	  of	  a	  specific	  
production	  team	  and	  the	  artistic	  director,	  and	  most	  importantly	  she	  will	  insure	  that	  
the	  audience	  is	  connected	  not	  only	  to	  the	  play,	  but	  also	  to	  the	  theatre.	  While	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   18	  Greg	  Evans.	  ‘Judge	  takes	  Larson	  side	  in	  Rent	  suit.’	  Variety.	  July	  24	  
1997.	  http://variety.com/1997/biz/news/judge-­‐takes-­‐larson-­‐side-­‐in-­‐rent-­‐
suit-­‐1116676287/	  (Accessed	  November	  3,	  2014).	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Regional	  theatres	  have	  diverse	  corporate	  structures	  requiring	  idiosyncratic	  role	  
fulfillment	  for	  dramaturges.	  .	  The	  dramaturg	  may	  fill	  positions	  which	  include	  
responsibilities	  such	  as	  assisting	  the	  literary	  manager,	  if	  not	  also	  acting	  as	  the	  
literary	  manager	  himself,	  in	  the	  selection	  of	  a	  season	  of	  plays;	  educate	  the	  
education	  department	  about	  the	  play	  and	  prepare	  study	  guides,	  conduct	  talk	  backs	  
with	  audience,	  work	  with	  the	  marketing	  department	  to	  assure	  cohesion	  in	  all	  the	  
publicity	  materials	  concerning	  productions.	  She	  might	  oversee	  freelance	  directors,	  
designers	  and	  production	  dramaturges.	  She	  might	  work	  as	  production	  dramaturg	  
herself.	  All	  the	  while	  maintaining	  the	  mission	  and	  goals	  of	  the	  theatre	  in	  the	  
forefront.19	  	  
	   This	  is	  a	  huge	  job	  and	  it	  may	  seem	  that	  it	  is	  an	  indispensable	  one	  as	  well.	  Yet	  
Carol	  Rosen,	  Professor	  of	  English	  at	  Stony	  Brook	  University	  where	  she	  was	  
previously	  director	  of	  graduate	  theatre	  and	  dramaturgy,	  disagrees.	  While	  
discussing	  the	  fate	  of	  Dramaturgy	  in	  America,	  she	  sees	  the	  institutional	  dramaturg	  
as	  the	  most	  disposable	  person	  on	  a	  staff,	  when	  financial	  difficulty	  surface	  the	  
dramaturg	  “finds	  himself	  counted	  among	  the	  ‘administrative	  staff’	  and	  excluded	  
from	  the	  ‘creative	  team’.”20	  This	  is	  if	  he	  has	  a	  job	  at	  all.	  She	  goes	  on	  to	  say	  that	  no	  
one	  in	  America	  is	  “going	  to	  make	  a	  killing,	  let	  alone	  a	  living,	  as	  a	  dramaturg.21	  	  At	  
the	  same	  point	  in	  history	  (1995)	  and	  in	  the	  same	  volume	  of	  essays,	  C.J.	  Gianakaris	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   19	  Chemers.	  144-­‐175	  
	  
	   20	  Rosen.	  .	  “The	  Ghost	  Lights	  of	  Our	  Theatres:	  The	  Fate	  of	  
Contemporary	  American	  Dramaturgs.”	  What	  is	  Dramaturgy?	  1995.	  186.	  
	  
	   21	  Ibid.	  190.	  
	  
	   	   Hadaway	  16	  
refutes	  Rosen	  claiming	  that	  professional	  theatres	  see	  great	  value	  in	  dramaturg	  by	  
noting	  that	  over	  one	  hundred	  dramaturgs	  were	  serving	  in	  professional	  theatres.22	  	  	  
	   What	  seems	  to	  be	  more	  common,	  especially	  among	  smaller	  theatre	  
companies	  is	  the	  hiring	  of	  freelance	  dramaturges	  to	  act	  as	  production	  dramaturgs.	  
This	  is	  the	  position	  that	  I	  will	  be	  filling	  for	  Street	  Scene	  at	  the	  University	  of	  
Minnesota	  and	  I	  want	  to	  go	  into	  some	  detail	  as	  to	  what	  being	  a	  production	  
dramaturg	  might	  entail.	  Therefore	  I	  would	  like	  to	  compile	  a	  list	  of	  possible	  jobs	  that	  
a	  production	  dramaturg	  might	  perform.	  I	  tried	  to	  categorize	  the	  list,	  but	  found	  the	  
process	  quite	  daunting	  as	  any	  of	  these	  verbs	  could	  be	  placed	  on	  any	  dramaturg	  
depending	  on	  the	  situation.	  
• Historical	  research	  
• Casting	  Research	  
• Play	  analysis	  
• Interpretation	  
• Maintain	  an	  objective	  perspective	  
• Lobby	  displays	  
• Program	  notes	  
• Be	  a	  sounding	  board	  
• Mediator	  between	  all	  parties	  
• Actor	  glossary	  
• Prepare	  promotional	  material	  
• Collaborate	  	  
• Give	  feedback	  
• Archive	  production	  materials	  
• Act	  as	  critic	  
• Apply	  theory	  to	  production	  
• Ask	  questions	  at	  every	  step	  
• Facilitate	  talk	  backs	  with	  audiences	  
• Research	  production	  history	  
• Prepare	  a	  Casebook	  (hardcopy	  or	  online)	  
• Advise	  directors,	  designers	  and	  actors	  
• Adaptation	  
• Edit	  scripts	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   22	  C.J.	  Gianakaris.	  “The	  American	  View:	  The	  future	  for	  Dramaturgs	  on	  
U.S.	  Campuses.”	  What	  is	  Dramtury?	  (April	  1995).	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• Prepare	  a	  study	  guide	  
• Problem	  solve	  
• Create	  a	  public	  website	  for	  the	  show	  
• Represent	  the	  audience	  in	  rehearsals	  
• Educate	  the	  audience	  
• Attend	  rehearsals	  and	  give	  notes	  
• Attend	  production	  meetings23	  
	  
This	  job	  list	  may	  seem	  daunting,	  and	  it	  is.	  Mark	  Bly	  speaks	  of	  the	  Guthrie	  theater	  
when	  he	  was	  asked	  to	  write	  a	  job	  description:	  “The	  dramaturg’s	  job	  description	  
alone	  ran	  to	  nine	  pages	  single	  spaced.24	  Turner	  and	  Behrndt	  open	  their	  chapter	  on	  
Production	  Dramaturgy	  stating:	  	  
“No	  two	  dramaturges,	  collaborations	  or	  productions	  will	  be	  
the	  same,	  and	  the	  dramaturgical	  role	  will	  always	  depend	  on	  
the	  needs	  of	  the	  particular	  project.	  For	  this	  reason,	  it	  is	  
impossible	  to	  describe	  a	  representative	  process,	  since	  due	  to	  
the	  very	  contextual	  nature	  of	  the	  production	  dramaturg’s	  
work,	  all	  processes	  will	  be	  different.25	  	  
	  
It	  is	  a	  consensus	  among	  scholars	  that	  the	  dramaturg’s	  job	  is	  fluid	  and	  	  
	  
ever-­‐changing.	  A	  Director	  and	  his	  production	  team	  will	  utilize	  a	  dramaturg	  
depending	  on	  the	  director’s	  requirements	  and	  his	  attitude	  towards	  the	  use	  of	  a	  
dramaturg.	  	  The	  workload	  could	  be	  simply	  impossible	  for	  an	  eight-­‐week	  rehearsal	  
period,	  but	  seldom	  is	  every	  possible	  job	  a	  requirement	  for	  a	  particular	  production.	  
For	  Example,	  a	  dramaturg	  could	  be	  working	  as	  an	  assistant	  literary	  manger	  in	  a	  
fulltime	  dramaturg	  position	  at	  the	  Alliance	  Theatre	  Company,	  while	  at	  the	  same	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  Chemers,	  Jonas	  and	  Proehl,	  Turner	  and	  Behrndt,	  Bly.	  	  	  
	  
	   24	  David	  Moore,	  jr.	  “Dramaturgy	  at	  the	  Guthrie:	  an	  Interview	  with	  
Mark	  Bly”	  What	  is	  Dramaturgy?	  (April	  1995).	  	  
	  
	   25	  Turner	  and	  Behrndt.	  147.	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time	  be	  working	  for	  a	  playwright	  on	  a	  new	  work,	  she	  may	  also	  act	  as	  the	  production	  
dramaturg	  while	  the	  play	  is	  being	  mounted	  at	  the	  Alliance	  Theatre.	  Each	  category	  of	  
dramaturg	  type	  (playwright,	  institution,	  production)	  can	  and	  often	  will	  overlap.	  	  
	   As	  a	  distracter,	  Terry	  McCabe,	  from	  Columbia	  College,	  writes	  an	  article	  
entitled:	  “A	  Good	  Director	  Doesn’t	  Need	  a	  Dramaturg”.	  His	  overall	  definition	  of	  a	  
production	  dramaturg	  is	  unparalleled	  with	  other	  scholar’s	  notions:	  
	   The	  Production	  dramaturg	  is	  intended	  to	  be	  a	  kind	  of	  
ombudsman	  for	  the	  play,	  someone	  with	  no	  direct	  stake	  in	  the	  
production	  who	  can	  be	  an	  effective	  advocate	  for	  the	  script’s	  
protection	  during	  the	  bruising	  production	  process	  as	  well	  as	  
being	  a	  devil’s	  advocate	  for	  the	  directors	  vision,	  helping	  
shape	  it	  and	  then	  helping	  it	  keep	  true	  to	  itself.	  The	  dramaturg	  
is	  steeped	  in	  theatre	  history,	  literature,	  and	  criticism,	  and	  is	  
there	  to	  help	  the	  director	  formulate	  an	  approach	  to	  the	  play	  
that	  takes	  advantage	  of	  these	  disciplines.	  He	  or	  she	  is	  also	  
there	  as	  an	  information	  resource	  for	  the	  other	  artist	  working	  
on	  the	  play,	  and	  to	  act	  as	  a	  gadfly	  throughout	  the	  process,	  
speaking	  up	  to	  the	  director	  (in	  private)	  should	  the	  production	  
begin	  to	  lose	  sight	  of	  the	  play,	  or,	  in	  the	  case	  of	  a	  new	  play,	  




No	  other	  scholar	  in	  my	  readings	  articulated	  the	  production	  dramaturg’s	  purpose	  
into	  such	  a	  succinct	  and	  eloquent	  paragraph.	  McCabe	  goes	  on	  to	  say	  that	  since	  a	  
dramaturg	  has	  in	  the	  past	  been	  handled	  by	  playwrights,	  directors,	  designers	  and	  
actors,	  the	  dramaturg	  is	  an	  invented	  “professional	  fifth	  wheel:	  not	  needed	  when	  
the	  car	  is	  rolling	  smoothly	  and	  not	  in	  a	  position	  to	  help	  when	  the	  alignment	  is	  out	  
of	  whack.”27	  His	  argument	  concludes	  with	  the	  notion	  that	  dramaturgs	  are	  a	  ‘non-­‐
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   26	  	  McCabe.	  	  
	  
	   27	  Ibid.	  5.	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position’	  and	  to	  keep	  them	  busy	  we	  must	  take	  jobs	  away	  from	  the	  director	  and	  
give	  them	  to	  the	  dramaturg.	  Meanwhile,	  Brocket,	  discussing	  dramaturgy	  in	  
academia,	  agrees	  that	  directors	  should	  have	  an	  extensive	  historical,	  critical	  and	  
theoretical	  education	  to	  bring	  a	  production	  to	  full	  fruition.	  He	  goes	  on	  about	  the	  
“unspoken	  assumption	  that	  to	  question	  any	  of	  these	  premises	  is	  to	  doubt	  the	  
director’s	  competence	  and	  to	  undermine	  directorial	  authority.”28	  These	  
assumptions	  have	  been	  the	  downfall	  of	  universal	  acceptance	  of	  dramaturgs.	  If	  the	  
dramaturg	  is	  to	  be	  of	  help	  to	  a	  director,	  he	  must	  have	  full	  cooperation	  of	  the	  
director,	  who	  cannot	  make	  the	  dramaturg	  a	  research	  assistant	  or	  an	  errand	  runner	  
who	  provides	  knowledge	  and	  opinion	  only	  when	  specifically	  called	  for.	  It	  is	  a	  
process	  that	  requires	  teaching	  directors	  that:	  “where	  they	  feel	  most	  threatened,	  is	  
where	  a	  dramaturg	  can	  be	  the	  most	  help.”29	  Richard	  Pettengill,	  dramaturg	  at	  the	  
Court	  Theatre,	  Chicago,	  counters	  McCabe	  quite	  athletically	  stating:	  	  
	   At	  best	  I	  can	  go	  well	  beyond	  the	  cynical	  notion	  that	  the	  
dramaturg	  does	  the	  work	  the	  director	  is	  to	  lazy	  to	  do,	  to	  the	  
magical	  point	  where	  the	  dramaturgically	  engaged	  mind,	  with	  
easy	  access	  to	  mines	  of	  information,	  can	  contribute	  markedly	  




	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   28	  Brockett.	  43-­‐44.	  
	  
	   29	  Chemers,	  	  
	  
	   30	  Richard	  Pettengill,	  “Richard	  Pettengill.”	  What	  is	  Dramaturgy?	  
International	  Bibliography	  of	  Theatre	  &	  Dance	  with	  Full	  Text,	  EBSCOhost	  
(accessed	  October	  15,	  2014).	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   Brocket	  also	  states,	  “If	  dramaturgs	  are	  to	  be	  of	  significant	  help,	  they	  must	  
learn	  to	  ask	  the	  right	  questions.”31	  Several	  scholars	  in	  my	  reading,	  including	  Bly,	  
Chemers,	  Turner	  and	  Behrndt,	  and	  Cardullo,	  have	  insisted	  that	  the	  most	  important	  
question	  that	  a	  dramaturg	  must	  ask	  is	  “Why	  this	  play	  now?”	  dramaturgs	  must	  ask	  
why	  this	  play	  is	  relevant	  to	  today’s	  worldview,	  cultures,	  and	  audience.	  If	  the	  play	  is	  
not	  worthy	  of	  an	  audience’s	  interpretations,	  critical	  thinking	  abilities	  and	  
reflection,	  we	  must	  find	  a	  reason,	  within	  that	  play,	  to	  make	  it	  germane.	  Why,	  in	  this	  
point	  of	  history,	  is	  this	  play	  important	  and	  what	  does	  this	  play	  impart	  upon	  us,	  as	  
theatre	  scholars,	  practitioners	  and	  audience	  members?	  This	  question	  will	  lead	  
dramaturgs	  in	  the	  right	  direction	  for	  research,	  writing	  and	  leadership	  within	  a	  
production.32	  Mark	  Bly	  tells	  the	  story	  of	  being	  asked	  at	  a	  party	  “What	  does	  a	  
dramaturg	  do?”	  his	  simple	  reply	  was:	  “I	  Question.”33	  	  
	  
	  
	  IV:	  Of	  What	  Does	  Dramaturgy	  Curricula	  Consist?	  
	  
	  
	   Bert	  Cardullo	  from	  Yale	  writes:	  “Future	  dramaturgs	  need	  to	  be	  trained	  too	  of	  
course.	  Without	  prior	  study	  of	  theatre	  history,	  criticism,	  theory	  and	  dramatic	  
literature	  their	  usefulness	  to	  a	  theatre	  would	  be	  severely	  limited.”34	  In	  exploring	  
the	  role	  of	  the	  academic	  dramaturg,	  I	  questioned:	  “What	  are	  theatre	  departments	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   31	  Brockett,	  44.	  
	  
	   32	  Chemers,	  108.	  
	  
	   33	  Bly,	  49.	  Chemers,	  8-­‐9.	  Switski,	  173.	  
	  
	   34	  Cardullo,	  8.	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teaching	  in	  their	  dramaturgy	  classes?”	  In	  response	  to	  the	  definitions	  put	  forth	  by	  
scholars	  above,	  I	  am	  interested	  as	  to	  whether	  or	  not	  students	  were	  given	  a	  full	  
scope	  as	  to	  dramaturg	  job(s)	  or	  as	  Brockett	  attests,	  solely	  being	  trained	  as	  
production	  dramaturges.	  Last	  edited	  in	  2010,	  LMDA’s	  Guide	  to	  Dramaturgy	  in	  
Universities	  and	  Colleges	  reports	  that	  over	  40	  colleges	  and	  universities	  in	  the	  U.S	  
and	  England	  offer	  course	  work	  and/or	  production	  work	  in	  dramaturgy.	  LMDA	  also	  
list	  15	  schools	  that	  offer	  degrees	  or	  concentrations.35	  I	  most	  certainly	  would	  expect	  
graduate	  degrees	  in	  dramaturgy	  would	  encompass	  a	  wide	  range	  of	  dramaturgical	  
exploration,	  but	  here	  I	  am	  only	  concerned	  with	  undergraduate,	  mostly	  introductory	  
classes,	  to	  better	  discern	  where	  emphasis	  is	  placed	  on	  the	  universities	  expectation	  
of	  the	  dramaturg.	  	  	  
	   In	  no	  way	  do	  I	  intend	  the	  following	  to	  be	  perceived	  as	  a	  scientific	  or	  all	  
inclusive	  study	  of	  what	  is	  being	  taught	  in	  college	  classrooms,	  but	  rather	  I	  offer	  a	  
simple	  survey	  of	  a	  small	  number	  of	  courses	  to	  see	  if	  there	  may	  be	  some	  trends,	  or	  
exclusions	  that	  might	  support	  observations	  made	  in	  the	  previous	  discussion	  of	  
dramaturgy.	  I	  have	  collected	  most	  of	  the	  syllabuses	  from	  the	  website	  of	  the	  
Literary	  Managers	  and	  Dramaturgs	  of	  the	  Americas	  (LMDA),36	  a	  professional	  and	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   35	  Geoff	  Proehl.	  Literary	  Managers	  and	  Dramaturgs	  of	  the	  Americas:	  
Guide	  to	  Universities	  and	  Colleges.	  Literary	  Managers	  and	  Dramaturgs	  of	  the	  
Americas.	  LMDA.org.	  
	  
	   36	  	  Kathleen	  Jeffs,	  Bryan	  Moore,	  and	  Roxanne	  Ray.	  Editors.	  LMDA	  University	  
Caucus	  Source	  book.	  Volume	  4,	  2011.	  Literary	  Managers	  and	  Dramaturgs	  of	  
America.	  http://www.lmda.org/resources-­‐dramaturgs/members-­‐only-­‐
content/teaching-­‐dramaturgy-­‐ucaucus-­‐sourcebooks/volume-­‐4/volume-­‐4.	  (accessed	  
October	  13,	  2014).	  Lee	  Devon.	  Editor.	  University	  Caucus	  Sourcebook	  Volume	  3,	  
2003.	  Literary	  Managers	  and	  Dramaturgs	  of	  America.	  
http://www.lmda.org/resources-­‐dramaturgs/members-­‐only-­‐content/teaching-­‐
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academic	  organization.	  The	  syllabuses	  that	  I	  surveyed	  include:	  Dr.	  Jane	  Barnette,	  
Kennesaw	  State	  University;	  Art	  Borreca,	  The	  University	  of	  Iowa;	  Dr.	  Sydney	  Cheek-­‐
O’Donnell,	  University	  of	  Utah;	  Dr.	  Shelley	  Orr,	  San	  Diego	  State	  University;	  Dr.	  
Magda	  Romanska,	  Emerson	  College;	  and	  Michele	  Volansky,	  Washington	  College	  
(see	  Appendix	  I).	  I	  have	  tabulated	  in	  the	  table	  below	  subjects	  briefed	  in	  each	  
syllabus,	  excluded	  topics	  that	  seemed	  glossed	  over	  and	  included	  topics	  backed	  up	  
by	  projects	  or	  paper	  topics.	  Again	  this	  is	  not	  scientific;	  professors	  can,	  after	  all,	  be	  
rather	  vague	  in	  their	  syllabuses,	  however	  I	  have	  tried	  my	  best	  to	  glean	  the	  goals	  
from	  each	  syllabus	  studied.	  
	   Noticeably,	  research,	  theory	  and	  text	  analysis	  are	  the	  most	  taught	  attributes	  
of	  a	  dramaturg	  in	  this	  sample	  (see	  figure	  1).	  All	  six	  courses	  stressed	  research	  and	  
play	  analysis,	  and	  it	  was	  my	  assumption	  that	  theory	  had	  to	  be	  included	  in	  the	  
teaching	  of	  the	  other	  two.	  	  As	  research	  is	  at	  the	  heart	  of	  dramaturgical	  work	  and	  
this	  is	  from	  an	  academic	  perspective,	  this	  emphasis	  should	  not	  come	  as	  a	  surprise.	  
These	  skills	  can	  certainly	  be	  applied	  to	  all	  three	  major	  categories	  of	  a	  dramaturg’s	  
job	  possibilities:	  playwright,	  institution,	  or	  production.	  
	   I	  find	  it	  most	  astounding	  that	  an	  introductory	  class	  does	  not	  explore	  career	  
options.	  Surely,	  the	  subject	  is	  broached	  in	  lectures,	  but	  Romanska	  is	  the	  only	  
professor	  who	  had	  a	  specific	  research	  project	  on	  Dramaturgy	  as	  a	  profession.	  At	  
least,	  as	  academics,	  let	  us	  tell	  students	  that	  not	  every	  theater	  in	  the	  world	  or	  every	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playwright/director	  has	  a	  position	  for	  a	  dramaturg.	  	  And	  if	  they	  do	  employ	  
dramaturgs,	  in	  what	  capacity	  and	  to	  what	  extent	  might	  that	  employment	  entail	  
would	  be	  a	  valuable	  lesson	  to	  be	  learned.	  
The	  remaining	  course	  topics	  seem	  to	  point	  to	  production	  dramaturgical	  skills.	  This	  
is	  fitting	  because	  academic	  student	  dramaturges	  are	  being	  trained	  to	  act	  as	  
production	  dramaturges	  for	  school	  productions.	  Jumping	  in	  as	  an	  introduction	  to	  
any	  form	  of	  dramaturgy	  seems	  to	  be	  the	  advice	  of	  many	  dramaturgs	  	  
	  
	   Barnette	   Borreca	   Cheek-­‐	  
O’Donnell	  
Orr	   Romanska	   Volansky	  
Production	  history	  
	  
	   	   	   	   x	   x	  
Glossary/Casebook	  
	  
	   	   x	   	   x	   x	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  Notes/	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Talk	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x	   	   x	   	   x	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x	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Project	  proposal	  
x	   	   x	   	   	   	  
Adaptation/	  
Translation	  selection	  
x	   	   x	   	   	   	  
Working	  with	  Playwright/	  
Director	  
	   	   x	   x	   	   	  
Career	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when	  training	  new	  dramaturgs.37	  Since	  Institutional	  Dramaturgs	  encompass	  many	  
of	  the	  same	  duties	  of	  the	  production	  dramaturg,	  it	  is	  an	  easier	  task	  to	  “jump	  right	  
in.”	  	  
	  	  	  	  	  	  	  	  	  	  	  Dramaturgical	  training	  must	  encompass	  more	  than	  production	  work	  to	  
produce	  dramaturgs	  that	  will	  become	  more	  accepted	  by	  playwrights	  and	  directors.	  
Going	  back	  to	  Cardullo’s	  suggested	  curriculum	  of	  “theatre	  history,	  criticism,	  theory	  
and	  dramatic	  literature;”38	  training	  dramaturgs	  may	  be	  becoming	  a	  much	  more	  
challenging	  aspect	  for	  professors	  of	  theatre.	  Jeanne	  Willcoxon	  of	  Olaf	  College,	  in	  a	  
report	  of	  a	  roundtable	  discussion	  at	  a	  preconference	  meeting	  of	  the	  Association	  for	  
Theatre	  in	  Higher	  Education	  in	  August	  of	  2014	  commented:	  “…the	  theatre	  history	  
course	  itself	  is	  in	  danger	  of	  elimination.”	  The	  roundtable	  discussed	  students	  who	  
are	  unprepared	  and	  uninterested	  in	  theatre	  history	  and	  the	  ways	  in	  which	  these	  
teachers	  are	  engaging	  students	  to	  incorporate	  the	  dramaturgy	  into	  other	  aspects	  of	  
the	  theatre	  in	  which	  the	  students	  have	  interests.	  Much	  of	  the	  discussion,	  centered	  
on	  efforts	  to	  engage	  without	  forfeiting	  the	  labor	  of	  a	  rich	  learning	  while	  finding	  a	  
teaching	  structure	  that	  does	  not	  challenge	  student	  comfort	  levels.39	  With	  this	  
dwindling	  interest	  not	  only	  dramaturgs	  but	  all	  theatre	  artist	  seem	  less	  likely	  to	  
bring	  a	  better	  dramaturgy	  to	  their	  art.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   37	  Chemers,	  Bly,	  Rosen.	  
	  
	   38	  Cardullo.	  8.	  
	  
	   39	  Jeanne	  Willcoxon.	  “Report	  from	  the	  Trenches-­‐	  Thoughts	  from	  the	  
2014	  Theatre	  History	  and	  Theatre	  as	  a	  Liberal	  Art	  Preconference.”	  
Performance	  and	  Theory	  in	  Practice.	  Association	  for	  Theatre	  in	  Higher	  
Education.	  www.ATHE.org	  (accessed	  November	  3,	  2014).	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   Carol	  Rosen	  opens	  her	  article	  “The	  Ghost	  Light	  of	  our	  Theatres:	  The	  Fate	  of	  
contemporary	  American	  Dramaturgs”	  with	  the	  bold	  statement:	  “The	  dramaturg	  is	  
probably	  the	  only	  member	  of	  the	  American	  university	  production	  team	  who	  
considers	  the	  dramaturg	  to	  be	  an	  indispensable	  member	  of	  the	  production	  team.”40	  	  	  
With	  this	  sentiment	  from	  faculty	  directors	  and	  their	  staffs,	  dramaturgs	  have	  a	  long	  
journey	  toward	  acceptance	  and	  confirmation	  that	  they	  are	  more	  than	  fact	  checkers	  
and	  coffee	  makers.	  It	  should	  be	  a	  goal	  that	  we	  are	  training	  directors,	  designers	  and	  
actors	  how	  to	  be,	  as	  well	  as	  to	  use	  a	  dramaturg.	  Only	  then,	  when	  these	  students	  are	  




Defining	  what	  dramaturgy	  is	  seems	  fairly	  simple.	  To	  define	  what	  a	  dramaturg	  is,	  
and	  what	  a	  dramaturg	  does,	  seems	  daunting	  and	  rife	  with	  distress	  for	  scholars,	  
practitioners	  and	  students.	  As	  theatre	  artist	  we	  must	  all	  come	  to	  a	  consensus	  and	  it	  
seems	  that	  scholarship	  is	  engaging	  in	  a	  discussion	  trying	  to	  do	  just	  that!	  As	  a	  new	  
season	  for	  the	  dramaturg	  arrives,	  the	  scope	  of	  work	  involved	  is	  burgeoning.	  Dance,	  
devised	  pieces	  and	  avant-­‐garde	  productions,	  using	  little	  or	  no	  text,	  are	  learning	  the	  
value	  of	  a	  dramaturg.	  	  Many	  titles	  included	  in	  The	  Routledge	  Companion	  to	  
Dramaturgy,	  announce	  that	  Dramaturgy	  is	  embracing	  the	  phenomenon	  of	  
globalization	  in	  our	  ever-­‐changing	  world.	  In	  Romanska’s	  introduction	  to	  the	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  Carol	  Rosen.	  177.	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collection	  of	  essays	  she	  states,	  “With	  the	  rise	  of	  the	  new	  information	  age,	  theatre	  
making	  has	  not	  been	  immune	  to	  the	  fast-­‐paced	  global	  exchange	  of	  goods	  and	  ideas.”	  
41	  Going	  forward	  dramaturgs	  must,	  according	  to	  Walter	  Byonsok	  Chon,	  work	  as	  
cultural	  liaisons	  between	  audience	  and	  portrayed	  cultures,	  and	  as	  cultural	  
educators	  to	  production	  teams	  and	  the	  material.42	  	  	  
	   It	  is	  hopeful	  that	  educators	  are	  attempting	  to	  and	  will	  continue	  to	  increase	  
the	  efforts	  to	  train	  dramaturgs	  so	  that	  they	  may	  perform	  what	  ever	  it	  is	  that	  they	  
decide	  their	  job	  is	  in	  the	  professional	  theatre.	  Yes	  there	  is	  a	  lack	  of	  scholarship,	  but	  
it	  is	  increasing.	  With	  a	  boost	  in	  educating	  playwrights	  and	  directors	  as	  well	  as	  
dramaturgy	  students,	  dramaturgy	  and	  the	  practitioner’s	  use	  of	  dramaturgs	  is	  here	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  Magda	  Romanska.	  Editor	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  The	  Routledge	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  York:	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  Walter	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  “Intercultural	  Dramaturgy:	  Dramaturg	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   As	  I	  joined	  the	  American	  Studies	  Master’s	  Program	  at	  Kennesaw	  State	  
University	  in	  spring	  2013,	  it	  was	  set	  in	  my	  mind	  to	  explore	  folk	  tales	  and	  folklore	  as	  
a	  concentration	  in	  my	  studies.	  My	  bachelor’s	  degree	  in	  Theatre	  and	  Performance	  
Studies	  fueled	  my	  love	  for	  storytelling.	  As	  I	  prepared	  for	  this	  capstone	  I	  had	  
complete	  tunnel	  vision	  on	  a	  capstone	  involving	  previous	  interest	  in	  Joel	  Chandler	  
Harris	  and	  the	  Wren’s	  Nest,	  his	  home	  place	  in	  Atlanta,	  Georgia.	  My	  focus	  was	  the	  
cultural	  exchange	  in	  the	  retelling	  of	  the	  stories,	  and	  respect	  of	  the	  culture	  as	  a	  cross-­‐
cultural	  teller.	  	  
	   As	  fate	  would	  have	  it,	  my	  family	  is	  moving	  to	  Minnesota	  and	  I	  had	  to	  change	  
plans	  and	  figure	  out	  how	  to	  graduate!	  That	  is	  when	  a	  bell	  went	  off	  in	  my	  head	  and	  I	  
remembered	  the	  dramaturgy	  that	  I	  have	  been	  learning	  in	  the	  past	  few	  years	  as	  part	  
of	  my	  Performance	  Studies	  degree.	  As	  I	  proceeded	  through	  the	  MAST	  program	  I	  
began	  assisting	  Dr.	  Jane	  Barnette	  in	  dramaturgy.	  As	  her	  graduate	  research	  assistant,	  	  
	  I	  acted	  as	  dramaturg	  for	  her	  adaptation	  of	  Red	  Badge	  of	  Courage,	  produced	  at	  
Kennesaw	  State	  University	  and	  Seven	  Stages	  Theatre	  in	  Atlanta,	  Georgia.	  It	  so	  
happens	  that	  the	  University	  of	  Minnesota-­‐Duluth	  (UMD)	  will	  be	  mounting	  a	  
production	  of	  Kurt	  Weill’s	  Street	  Scene	  in	  the	  spring	  of	  2015.	  I	  moved	  into	  action	  to	  
make	  that	  production	  the	  project	  for	  my	  capstone,	  realizing	  that	  Street	  Scene	  is	  a	  
cultural	  story	  much	  like	  Harris’	  Br’er	  Rabbit	  stories.	  It	  occurred	  to	  me	  that	  I	  could	  
help	  in	  the	  cross-­‐cultural	  telling,	  of	  Rice’s	  story	  and	  graduate	  at	  the	  same	  time.	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   Street	  Scene	  was	  originally	  a	  play	  by	  Elmer	  Rice	  premiering	  on	  Broadway	  in	  
1928.	  Kurt	  Weill	  later	  joined	  with	  Rice	  and	  Langston	  Hughes	  to	  collaborate	  on	  the	  
“American	  Opera”	  of	  the	  same	  name.	  With	  Rice	  writing	  the	  book,	  Weill	  the	  music	  
and	  Hughes	  the	  lyrics,	  Street	  Scene	  opened	  again	  as	  a	  musical	  on	  Broadway	  in	  1946.	  
The	  action	  revolves	  around	  a	  multicultural	  group	  of	  tenants	  in	  a	  mid-­‐rise	  tenement	  
in	  New	  York	  City.	  The	  entire	  action	  takes	  place	  in	  front	  of	  the	  building	  as	  if	  the	  
audience	  is	  just	  across	  the	  street.	  From	  the	  American	  Studies	  perspective,	  it	  was	  the	  
scenario	  of	  this	  play	  that	  attracted	  me.	  	  
	   As	  faculty	  dramaturg	  at	  UMD,	  Jenna	  Soleo-­‐Shanks,	  will	  graciously	  allow	  me	  to	  
act	  as	  dramaturg	  for	  this	  production.	  The	  director	  of	  the	  show	  will	  be	  from	  the	  
music	  department	  at	  UMD.	  They	  have	  ask	  me	  to	  perform	  the	  following	  duties	  as	  
dramaturg:	  
	  
• Prepare	  an	  online	  casebook	  to	  include	  a	  glossary	  and	  research	  material	  for	  
	   cast,	  crew	  and	  designers,	  using	  the	  Moodle	  template	  (KSU’s	  equivalent	  
	   to	  D2L).	  
	  
• Participate	  in	  Production	  meetings.	  
• Participate	  in	  rehearsals	  as	  needed.	  	  
• Present	  a	  dramaturgical	  presentation	  at	  the	  first	  production	  meeting	  and	  
	   first	  rehearsal.	  
	  
• Write	  dramaturgical	  notes	  for	  the	  Playbill.	  
• Create	  a	  lobby	  display.	  
• Prepare	  and	  lead	  audience	  talkbacks	  per	  the	  direction	  of	  the	  director.	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In	  addition	  to	  the	  above:	  for	  presentation	  purposes	  to	  faculty	  of	  both	  campuses	  
and	  defending	  of	  this	  project,	  I	  propose	  a	  website	  or	  wiki	  site	  that	  will	  be	  
comprised	  of:	  	   	  
• Glossary	  and	  casebook	  
• Photography	  of	  lobby	  display	  
• Notes	  taken	  in	  Production	  meeting/rehearsals	  
• A	  Journal	  of	  the	  experience	  	  




	   Why	  this	  play	  now?	  	  Chemers	  and	  other	  scholars	  have	  stressed	  the	  fact	  that	  
this	  question	  should	  be	  the	  first	  question	  asked	  by	  any	  dramaturg.	  	  Why	  this	  play	  
now?	  Street	  Scene	  was	  chosen	  before	  my	  taking	  it	  on	  as	  a	  project,	  and	  I	  was	  not	  
privileged	  to	  hear	  any	  discussion	  that	  took	  place	  in	  the	  selection	  process	  at	  UMD.	  
Any	  play	  chosen	  for	  a	  production	  should	  have	  some	  relevance	  to	  a	  modern	  audience	  
as	  well	  as	  the	  theatre	  presenting.	  What	  themes	  will	  be	  portrayed;	  what	  lessons	  are	  
to	  be	  learned;	  and	  what	  will	  be	  carried	  home	  by	  the	  audience	  as	  inspiration	  for	  
thought	  and	  contemplation?	  Why	  should	  UMD	  do	  this	  show	  at	  this	  particular	  time?	  I	  
do	  not	  know	  how	  the	  selection	  committee	  at	  UMD	  answered	  these	  questions.	  I	  will	  
thus	  have	  to	  determine,	  with	  the	  help	  of	  the	  director’s	  vision	  and	  the	  input	  of	  the	  
collaborative	  team	  in	  early	  production	  meetings,	  the	  answers	  to	  the	  question	  “Why	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this	  play	  now?”	  	  Using	  that	  answer,	  will	  guide	  my	  research	  to	  best	  answer	  that	  
question	  for	  the	  production.	  	  	  
	   My	  research	  will	  include	  historiography	  of	  the	  time	  period.	  An	  interesting	  
question,	  already	  in	  discussion	  by	  the	  production	  team,	  involves	  the	  time	  in	  which	  
the	  play	  is	  set.	  The	  original	  play	  was	  written	  and	  set	  in	  1928	  and	  the	  1946	  musical	  
version	  was	  set	  in	  1946.	  The	  worldview	  between	  1928	  and	  1946	  was	  much	  different	  
having	  progressed	  through	  the	  great	  depression	  and	  World	  War	  II.	  Discussions	  
between	  the	  director	  and	  design	  staff	  have	  concluded	  that	  UMD	  will	  keep	  the	  date	  of	  
the	  production	  in	  1946.	  This	  choice	  will	  guide	  much	  of	  my	  historical	  research.	  
	   My	  research	  will	  also	  involve	  production	  history.	  Did	  the	  creative	  team	  in	  
1946	  make	  a	  conscience	  decision	  to	  update	  the	  time	  period	  from	  1928?	  How	  have	  
other	  theatres	  and	  opera	  companies	  dealt	  with	  the	  time	  period	  issues?	  What	  did	  
critics	  say	  about	  the	  show?	  Are	  there	  program	  notes	  from	  other	  production	  
dramaturgs	  available	  for	  clues?	  These	  kinds	  of	  enquiries	  may	  not	  alter	  the	  course	  of	  
our	  production	  at	  UMD	  but	  it	  may	  shine	  a	  light	  on	  problem	  areas,	  or	  offer	  solutions	  
to	  puzzles.	  	  
	   The	  immigrant	  experience	  is	  a	  research	  component	  that	  will	  affect	  cast,	  
designers	  and	  the	  director.	  The	  tenement	  building	  of	  the	  play	  is	  full	  of	  cultures	  from	  
around	  the	  world.	  It	  will	  be	  my	  job	  to	  guide	  the	  actors	  to	  relationships	  between	  
cultures	  and	  within	  cultures	  of	  the	  time.	  What	  world	  events	  might	  be	  of	  importance?	  
Rice,	  the	  author,	  believed	  that	  the	  tenement	  building	  itself	  was	  a	  character	  in	  the	  
play.	  How	  can	  this	  production	  interpret	  this	  sense	  of	  place?	  This	  American	  Place.	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   Research	  for	  the	  show	  will	  be	  free	  flowing,	  in	  the	  sense	  that	  I	  will	  be	  available	  
to	  the	  production	  team	  to	  research	  questions	  that	  arise	  during	  rehearsals.	  With	  the	  
help	  of	  the	  PBworks	  wiki	  pages	  I	  will	  be	  able	  to	  find	  and	  post	  for	  everyone,	  answers	  
for	  any	  questions	  that	  arise.	  Questions	  can	  be	  presented	  to	  me	  in	  person	  while	  at	  
rehearsal,	  on	  the	  wiki	  site,	  through	  the	  stage	  managers	  rehearsal	  reports	  or	  
production	  meeting	  reports.	  	  The	  production	  casebook	  and	  glossary	  will	  not	  be	  
presented	  in	  paper	  form	  but	  will	  be	  presented	  electronically	  on	  the	  PBworks	  wiki	  
site.	  I	  will	  post	  there:	  historic	  research,	  production	  research,	  a	  glossary,	  design	  
sketches,	  inspirational	  images,	  cast	  blogs,	  and	  if	  the	  director	  and	  stage	  manager	  
wish,	  notes	  and	  rehearsal	  reports	  can	  be	  posted	  there	  also.	  Program	  notes	  will	  come	  
from	  the	  research	  done	  prior	  to	  the	  deadline	  and	  will	  be	  guided	  by	  the	  director’s	  
focus	  and	  a	  consensual	  agreement	  on	  what	  will	  be	  most	  important	  for	  an	  audience	  
to	  know	  prior	  to	  the	  show.	  The	  Length	  and	  amount	  of	  detail	  will	  be	  determined	  by	  
the	  space	  allotment	  offered	  by	  the	  public	  relations	  personnel	  in	  the	  program.	  Talk	  
Backs	  will	  work	  in	  much	  the	  same	  way,	  the	  director	  may	  or	  may	  not	  want	  to	  have	  
input	  but	  if	  offered	  I	  will	  prepare	  my	  topics	  for	  discussion	  with	  her	  preferences	  in	  
mind.	  	  
	   The	  Lobby	  display	  is	  tantamount	  to	  the	  presentation	  of	  my	  research.	  Here	  is	  
where	  I	  can	  relay	  my	  findings	  of	  the	  immigrant	  experience	  in	  1946;	  the	  production	  
history;	  and	  the	  inspirational	  design	  elements	  of	  the	  show.	  This	  display	  will	  need	  to	  
be	  museum	  quality	  work.	  This	  is	  where	  I	  will	  tell	  the	  audience	  why	  this	  play	  is	  
important	  now!	  	  	  
	   	   Hadaway	  36	  
	   I	  write	  this	  proposal	  on	  the	  same	  evening	  that	  President	  Obama	  announced	  
his	  use	  of	  Presidential	  power	  to	  reform	  Immigration	  laws.	  He	  said:	  
For	  more	  than	  200	  years,	  our	  tradition	  of	  welcoming	  immigrants	  from	  
around	  the	  world	  has	  given	  us	  a	  tremendous	  advantage	  over	  other	  
nations.	  It's	  kept	  us	  youthful,	  dynamic,	  and	  entrepreneurial.	  It	  has	  
shaped	  our	  character	  as	  a	  people	  with	  limitless	  possibilities	  -­‐-­‐	  people	  
not	  trapped	  by	  our	  past,	  but	  able	  to	  remake	  ourselves	  as	  we	  choose.	  
	  
	  
Also	  on	  this	  eve,	  a	  national	  treasure,	  a	  performer	  who	  has	  portrayed	  a	  family	  man	  
and	  father	  figure	  to	  generations,	  has	  been	  accused	  in	  the	  news	  media	  and	  tabloids	  of	  
sexual	  violence.	  The	  news	  from	  headlines	  today	  and	  the	  headlines	  from	  a	  1928	  or	  a	  
1946	  tenement	  house	  in	  New	  York	  City,	  are	  far	  too	  close	  in	  nature	  to	  assume	  they	  
have	  nothing	  in	  common.	  It	  is	  the	  commonalities	  that	  we	  will	  find	  in	  the	  Production	  
of	  Street	  Scene	  that	  will	  teach	  us	  a	  thing	  or	  two	  about	  our	  contemporary	  lives	  and	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DRAMATURGY:	  KURT	  WEILL’S	  STREET	  SCENE:	  AN	  AMERICAN	  OPERA	  AND	  THE	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Of	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The	  Reflection:	  Dramaturgy	  of	  a	  University	  Production	  of	  Kurt	  Weill’s	  Street	  




	   The	  production	  of	  Kurt	  Weill’s	  Street	  Scene	  at	  the	  University	  of	  Minnesota-­‐
Duluth	  (UMD)	  was	  the	  last	  place	  I	  thought	  I	  would	  find	  a	  capstone	  project.	  A	  
decision	  to	  move	  my	  family	  to	  Duluth,	  Minnesota	  could	  have	  been	  the	  end	  to	  the	  
completion	  of	  the	  American	  Studies	  Master’s	  Degree	  that	  I	  had	  worked	  so	  hard	  for,	  
but	  I	  could	  not	  let	  that	  happen.	  It	  was	  my	  past	  work	  with	  mentor	  Dr.	  Jane	  Barnette,	  
previously	  with	  Kennesaw	  State	  University	  (KSU),	  and	  now	  at	  Kansas	  State	  
University,	  that	  led	  me	  to	  explore	  dramaturgy	  as	  a	  final	  thesis	  project.	  	  As	  I	  was	  
looking	  at	  the	  Theatre	  Department’s	  season	  at	  UMD,	  Street	  Scene:	  An	  American	  
Opera,43	  with	  music	  by	  composer	  Kurt	  Weill,	  book	  by	  playwright	  Elmer	  Rice	  and	  
lyrics	  by	  poet	  Langston	  Hughes	  peeked	  my	  interest	  as	  perfect	  subject	  matter	  for	  a	  
dramaturgical	  project	  in	  an	  American	  Studies	  discipline.	  I	  finished	  my	  course	  work	  
at	  KSU	  and	  arranged	  with	  UMD	  to	  act	  as	  dramaturg	  for	  their	  production	  of	  Street	  
Scene:	  an	  American	  Opera	  as	  the	  thesis	  project	  to	  finish	  the	  degree.	  The	  opera	  is	  
based	  on	  Elmer	  Rice’s	  play,	  Street	  Scene,	  which	  looks	  at	  the	  inhabitants	  of	  a	  
tenement	  building	  in	  New	  York	  City	  where	  the	  opera	  is	  also	  set.	  The	  lacing	  of	  
cultures,	  political	  beliefs,	  and	  interactions	  between	  the	  tenants	  of	  the	  building	  
attracted	  me	  almost	  immediately	  to	  the	  show	  and	  it’s	  subject	  matter	  for	  this	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   43	  Weill,	  Kurt,	  Elmer	  Rice,	  Langston	  Hughes.	  Street	  Scene	  :	  an	  
American	  Opera.	  New	  York:	  Chappell	  Music	  Company,	  1948.	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project.	  This	  paper	  reflects	  on	  the	  project	  as	  an	  analysis	  of	  the	  show	  and	  of	  the	  
educational	  experience	  as	  an	  academic	  dramaturg.	  	  
	   Dramaturgy	  is	  a	  modern	  theatre	  position	  that	  is,	  although	  slowly,	  becoming	  
recognized	  and	  utilized	  by	  contemporary	  theatre	  artist.	  Theatre	  scholars	  and	  
practitioners	  of	  the	  theatre	  are	  grappling	  with	  the	  definition	  and	  concurrently	  with	  
the	  job	  description	  of	  the	  dramaturg,	  while	  educational	  institutions	  are	  slowly	  
beginning	  to	  train	  scholar	  artist	  in	  the	  application	  of	  dramaturgy,	  even	  with	  the	  
loosely	  agreed	  upon	  designation	  of	  what	  and	  how	  a	  dramaturg	  is	  to	  perform	  in	  the	  
position.	  From	  the	  academic	  perspective,	  it	  has	  been	  my	  experience	  that	  the	  
success	  or	  failure	  of	  a	  dramaturg,	  whether	  they	  be	  guest	  artist,	  faculty	  or	  students,	  
hinges	  on	  faculty	  members	  and	  especially	  faculty	  directors	  appreciating	  and	  using	  
dramaturgs	  in	  a	  way	  that	  allows	  the	  productions	  dramaturg	  to	  become	  a	  viable,	  
working	  member	  of	  the	  production	  team.	  Many	  academic	  directors,	  as	  well	  as	  
theatre	  directors	  working	  in	  the	  field,	  significantly	  undervalue	  the	  skills	  and	  
services	  that	  a	  dramaturg	  can	  offer	  a	  production.	  This	  becomes	  an	  almost	  
overwhelming	  challenge	  for	  new	  dramaturgs,	  when	  the	  producing	  academic	  
theatre	  department	  offers	  dramaturgical	  training,	  while	  directors	  within	  the	  same	  
department	  seem	  to	  ignore	  the	  student	  dramaturg,	  as	  if	  said	  directors	  have	  no	  true	  
sense	  of	  what	  a	  dramaturg	  is	  to	  a	  production.	  If	  this	  seems	  a	  conundrum,	  it	  is	  a	  
correct	  assumption.	  It	  is	  my	  hope	  that	  the	  dramaturgical	  work	  I	  have	  done	  with	  this	  
project	  will	  advance	  dramaturgy	  within	  the	  UMD	  faculty	  and	  student	  production	  
team.	  It	  is	  also	  my	  hope	  that	  they	  will	  better	  see	  the	  usefulness	  and	  in	  the	  future	  
better	  utilize	  the	  services	  and	  knowledge	  of	  a	  dramaturg.	  	  If	  we,	  as	  scholarly	  artist,	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want	  to	  progress	  the	  role	  of	  the	  production	  dramaturg,	  there	  has	  to	  be	  education	  
for	  students	  and	  faculty	  alike.	  	  
	   As	  a	  guest	  artist	  at	  UMD,	  I	  was	  ask	  to	  prepare	  dramaturgical	  program	  notes;	  
present	  a	  lobby	  display	  based	  on	  my	  dramaturgical	  research;	  be	  available	  to	  both	  
the	  production	  team	  and	  cast	  for	  research	  help;	  to	  conduct	  talkbacks	  with	  the	  
audiences	  post	  performances,	  at	  the	  discretion	  of	  the	  director;	  prepare	  a	  casebook	  
which	  would	  include	  a	  glossary	  of	  unfamiliar	  terms	  and	  phrases;	  and	  attend	  
production	  meetings	  and	  rehearsals	  as	  needed	  and/or	  able.	  	  These	  tasks	  were	  
completed	  and	  valued	  by	  the	  production	  team,	  none	  without	  trials,	  most	  with	  great	  
success.	  Looking	  now	  at	  the	  final	  product	  I	  can	  say	  that	  I	  did	  educate	  and	  enlighten	  
a	  number	  of	  students,	  faculty	  and	  audience	  members.	  	  
	  
II.	  Production	  History	  
	   Street	  Scene	  began	  its	  life	  in	  1928	  when	  it	  opened	  on	  Broadway	  at	  the	  
Playhouse	  Theatre	  in	  New	  York	  City.	  Written	  by	  Elmer	  Rice,	  Street	  Scene	  would	  win	  
the	  1929	  Pulitzer	  Prize	  for	  drama.	  Rice	  would	  have	  a	  hard	  time	  finding	  backers	  to	  
finance	  the	  show,	  so	  he	  would	  pay	  most	  of	  the	  cost	  from	  his	  own	  pocket.	  When	  
George	  Cukor,	  whom	  Rice	  had	  hired	  to	  direct	  the	  play,	  walked	  away	  from	  the	  
project,	  Rice	  directed	  the	  production	  himself;	  he	  had	  never	  directed	  before.	  To	  his	  
surprise,	  Rice’s	  play	  was	  a	  hit	  and	  ran	  for	  over	  600	  performances.	  44	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   44	  Rice,	  Elmer.	  Minority	  Report:	  an	  Autobiography.	  New	  York:	  Simon	  
and	  Schuster,	  1963.	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   Several	  years	  later	  Kurt	  Weill	  would	  see	  a	  production	  of	  Street	  Scene	  in	  
Germany	  that	  he	  found	  most	  profoundly	  American.	  Weill	  fled	  Germany	  after	  
harassment	  from	  the	  Nazi	  party;	  the	  Nazis	  believed	  that	  American	  jazz	  influenced	  
his	  music,	  to	  a	  dangerous	  level.	  His	  work	  entitled	  Die	  Dreigroschenoper	  in	  1938	  was	  
termed	  by	  the	  National	  Socialist	  as	  the	  ‘epitome	  of	  degenerate	  art.’	  Shortly	  
thereafter	  he	  moved	  to	  France	  for	  only	  a	  short	  time	  before	  immigrating	  to	  
America.45	  
	  	   In	  the	  late	  1930s	  while	  enjoying	  the	  success	  of	  his	  Knickerbocker	  Holiday’s	  
Broadway	  run,	  Weill	  met	  Elmer	  Rice	  and	  proposed	  a	  new	  musical	  production	  of	  
Street	  Scene.	  Weill	  had	  dreamed	  of	  writing	  an	  opera	  for	  the	  Broadway	  audience	  and	  
felt	  that	  Street	  Scene	  was	  a	  perfect	  vehicle.	  Rice	  turned	  Weill	  down,	  but	  this	  did	  not	  
deter	  Weill.	  He	  would	  write	  later	  that:	  
“It	  was	  a	  simple	  story	  of	  everyday	  life	  in	  a	  big	  city,	  a	  story	  of	  
love	  and	  passion	  and	  greed	  and	  death.	  I	  saw	  great	  musical	  
possibilities	  in	  its	  theatrical	  devise—life	  in	  a	  tenement	  
building	  between	  one	  evening	  and	  the	  next	  afternoon.	  And	  it	  
seemed	  like	  a	  great	  challenge	  to	  me	  to	  find	  the	  inherent	  
poetry	  in	  these	  people	  and	  to	  blend	  my	  music	  with	  the	  stark	  
realism	  of	  the	  play.”46	  
	  
In	  1945,	  Weill	  approached	  Rice	  again,	  at	  a	  time	  when	  both	  men	  were	  in	  search	  of	  
projects.	  This	  time	  Rice	  reluctantly	  accepted.	  Rice	  was	  very	  protective	  of	  his	  work	  
and	  his	  guarding	  of	  it	  would	  later	  caused	  many	  riffs	  within	  the	  production.	  At	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   45	  Hinton,	  Stephen.	  Weill’s	  Musical	  Theatre:	  Stages	  of	  Reform.	  Berkley:	  
University	  of	  California	  Press,	  2012.	  115.	  
	  
	   46	  Sanders,	  Ronald.	  The	  Days	  Grow	  Short:	  The	  life	  and	  music	  of	  Kurt	  
Weill.	  	  Los	  Angeles:	  Silman-­‐James	  Press,	  1980.	  348	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Rice’s	  insistence,	  many	  blocks	  of	  text	  are	  lifted	  directly	  from	  the	  play	  and	  into	  the	  
musical.	  	  
	   Once	  Rice	  was	  onboard	  with	  the	  project	  a	  lyricist	  had	  to	  be	  found.	  In	  Rice’s	  
autobiography	  he	  claims	  that	  it	  was	  he	  who	  had	  the	  idea	  to	  ask	  Langston	  Hughes	  
to	  put	  lyrics	  to	  his	  story.	  Weill	  also	  claimed	  that	  it	  was	  his	  idea	  to	  ask	  the	  noted	  
Harlem	  Renaissance	  poet	  to	  write	  lyrics	  for	  his	  music.	  Whoever	  it	  was,	  Rice	  or	  
Weill,	  Hughes	  had	  no	  trouble	  accepting	  the	  lyricist	  role,	  although	  he	  had	  never	  
written	  lyrics	  for	  the	  Broadway	  stage.	  47	  
	  
III.	  Pre-­production	  
	   After	  being	  accepted	  as	  dramaturg	  by	  the	  Theatre	  Department	  Chair	  and	  the	  
faculty	  Dramaturg	  at	  UMD,	  I	  was	  put	  in	  contact	  with	  the	  Director	  of	  Street	  Scene.48	  
A	  member	  of	  the	  Music	  Department	  faculty	  she	  had	  directed	  and	  performed	  in	  
opera	  both	  here	  and	  in	  Germany	  for	  many	  years.	  This	  was	  concerning	  because	  of	  
the	  difficulty	  theatre	  directors	  have	  understanding	  a	  dramaturgs	  role;	  an	  opera	  
director	  would	  certainly	  have	  a	  more	  difficult	  time.	  Assurance	  came	  with	  the	  fact	  
that	  she	  had	  worked	  with	  a	  dramaturg	  previously	  and	  that	  she	  was	  excited	  to	  have	  
me	  as	  a	  part	  of	  the	  production	  team.	  	  The	  faculty	  Dramaturg	  on	  staff	  at	  UMD,	  acting	  
as	  one	  of	  my	  faculty	  committee	  members	  for	  this	  project,	  also	  assured	  me	  that	  all	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   47	  Rice;	  Saunders;	  Hirsch,	  Foster.	  Kurt	  Weill	  On	  Stage:	  From	  Berlin	  to	  
Broadway.	  New	  York:	  Proscenium	  Publishers,	  2002.	  
	  
	   48	  I	  will	  continue	  to	  shorten	  the	  title	  to	  Street	  Scene	  for	  the	  remainder	  
of	  this	  paper.	  From	  this	  point	  on,	  if	  I	  refer	  to	  Rice’s	  original	  1928	  play	  “Street	  
Scene,”	  I	  will	  make	  note	  of	  it.	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would	  be	  fine	  and	  that	  it	  would	  be	  a	  learning	  experience	  for	  both	  the	  director	  and	  
myself.	  	  
	   The	  first	  conversation	  as	  a	  production	  team	  concerns	  the	  time	  period	  in	  
which	  the	  production	  will	  be	  set.	  The	  original	  play	  was	  written	  and	  opened	  on	  
Broadway	  in	  1928,	  just	  before	  the	  Great	  Depression;	  set	  in	  a	  New	  York	  that	  was	  
beginning	  to	  blend	  earlier	  culturally	  segregated	  neighborhoods	  from	  the	  great	  
immigration	  surges	  of	  the	  late	  1800s	  until	  the	  1920s.	  Rice	  gives	  no	  year	  for	  the	  
time	  setting	  in	  the	  script	  of	  his	  original	  play,	  and	  it	  can	  only	  be	  assumed	  that	  it	  is	  
set	  in	  the	  current	  time	  of	  the	  writing:	  1928.	  	  This	  time	  setting	  and	  the	  worldview	  of	  
that	  period	  was	  a	  part	  of	  what	  made	  the	  show	  a	  success;	  it	  rang	  true	  to	  the	  spirit	  of	  
New	  York	  City	  at	  the	  time.	  	  
	   Weill’s	  musical	  version	  opened	  on	  Broadway	  in	  1947	  almost	  20	  years	  later.	  
Between	  the	  penning	  of	  the	  two	  productions	  there	  were	  a	  great	  many	  events	  to	  
change	  the	  worldviews	  of	  the	  late	  1920s	  and	  the	  1940s:	  The	  Great	  Depression	  and	  
World	  War	  II	  being	  the	  most	  transforming.	  The	  opera,	  written	  in	  1947,	  like	  the	  
original	  play,	  gives	  no	  specific	  date	  for	  the	  time	  setting,	  yet	  it	  has	  references	  within	  
the	  book	  and	  lyrics	  that	  point	  to	  a	  1940’s	  date.	  Setting	  the	  musical	  in	  the	  1940s	  
most	  certainly	  could	  have	  been	  a	  part	  of	  the	  lesser	  success	  for	  the	  Weill	  production;	  
my	  research	  led	  me	  to	  believe	  that	  the	  American	  worldview	  was	  optimistic	  and	  
confident	  after	  the	  World	  War,	  nothing	  like	  the	  worldview	  in	  1928,	  reducing	  the	  
power	  of	  the	  play	  for	  the	  more	  contemporary	  audiences	  in	  1947.	  
	   For	  this	  reason,	  early	  in	  the	  production	  process,	  I	  brought	  up	  the	  question	  
about	  the	  time	  setting	  to	  be	  used	  in	  the	  UMD	  production.	  I	  wanted	  the	  director	  to	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explore	  setting	  the	  show	  in	  a	  pre-­‐World	  War	  II	  date.	  The	  director	  and	  the	  costume	  
designer	  thought	  that	  the	  late	  thirties	  were	  a	  great	  time	  for	  the	  fashion,	  so	  they	  ask	  
me	  if	  1937	  might	  be	  a	  viable	  alternative	  to	  the	  1928	  or	  1947	  dates.	  There	  had	  to	  be	  
more	  reason	  for	  selecting	  a	  time	  period	  than	  “the	  fashions	  of	  the	  late	  1930s	  were	  
nice;”	  I	  tried	  to	  guide	  the	  team	  to	  a	  consensus	  that	  would	  give	  the	  production	  a	  
stronger	  reason	  to	  be	  set	  in	  1937.	  As	  the	  dramaturg,	  I	  was	  concerned	  over	  the	  
American	  worldview	  and	  offered	  that	  1937	  could	  work	  due	  to	  the	  country	  going	  
through	  the	  dismal	  depression	  and	  its	  slow	  recovery.	  	  The	  oppression	  of	  that	  time	  
period	  would	  work	  to	  emphasize	  the	  cultural	  conflicts	  and	  tension.	  	  Since	  1928	  had	  
been	  quickly	  eliminated	  because	  of	  the	  references	  in	  the	  1947	  book	  and	  lyrics,	  
through	  script	  analysis	  and	  research	  it	  was	  decided	  that	  1937	  could	  be	  a	  viable	  
time	  setting	  for	  the	  production	  without	  alternating	  references	  to	  examples	  such	  as:	  
the	  A-­‐bomb,	  Tarzan,	  Donald	  Duck	  and	  a	  jitterbug	  dance	  number.	  The	  importance	  
was	  stressed,	  of	  making	  sure	  everything	  was	  at	  least	  plausible	  to	  the	  viewing	  
audience.	  Donald	  Duck	  first	  appeared	  in	  1934	  in	  a	  short	  The	  Wise	  Little	  Hen;49	  and	  
while	  the	  A-­‐bomb	  had	  not	  been	  used	  in	  1937,	  it	  was	  possible	  for	  a	  science	  fiction	  
fan	  to	  have	  known	  the	  term	  and	  used	  it	  in	  1937	  as	  early	  science	  fiction	  writers	  were	  
referencing	  it	  in	  writings	  due	  to	  rumors	  of	  its	  development	  circulating	  through	  the	  
science	  community;	  also	  jitterbug	  and	  swing	  dancing	  were	  gaining	  popularity	  by	  
this	  time.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   49	  Internet	  Movie	  Date	  Base.	  “Biography	  of	  Donald	  Duck	  (Character).”	  
Amazon.	  http://www.imdb.com/character/ch0000719/bio	  (accessed	  April	  
18,	  2015).	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   I	  would	  be	  remiss	  if	  I	  did	  not	  express	  here	  my	  concerns	  that	  the	  Production	  
team	  seemed	  to	  have	  little	  concern	  for	  the	  American	  Worldview	  and	  the	  cultural	  
tensions	  involved	  within	  this	  show.	  It	  would	  have	  been	  a	  terrible	  oversight	  not	  to	  
stress	  the	  political	  and	  social	  undertow	  of	  the	  residents	  of	  the	  tenement	  building	  in	  
Street	  Scene.	  I	  consider	  it	  my	  first	  success	  as	  the	  dramaturg	  for	  this	  production	  that	  
I	  could	  interject	  a	  research	  based	  solution	  to	  a	  time	  period	  and	  suggest	  some	  sense	  
of	  what	  was	  going	  on	  in	  the	  world	  around	  these	  characters	  and	  the	  action	  of	  the	  
play.	  While	  it	  may	  seem	  a	  small	  dramaturgical	  change,	  1928	  or	  1947	  or	  1937,	  the	  
choice	  of	  year	  in	  the	  20-­‐year	  spread	  of	  dates	  had	  a	  large	  influence	  on	  the	  final	  
production.	  I	  feel	  confident	  that	  the	  production	  had	  a	  better	  outcome	  because	  of	  the	  
discussion	  I	  proposed.	  	  
	   	  Michael	  Mark	  Chemers,	  an	  associate	  professor	  of	  Theater	  Arts	  at	  the	  
University	  of	  California-­‐	  Santa	  Cruz,	  and	  author	  of	  Ghost	  Light:	  an	  introductory	  
handbook	  for	  Dramaturgy,	  suggests	  that	  the	  dramaturge’s	  master	  question,	  and	  
ultimately	  the	  master	  question	  for	  a	  theatrical	  production	  is	  “Why	  this	  play	  now?”50	  	  
To	  make	  an	  aesthetically	  valid	  piece	  of	  theater,	  the	  audience	  and	  the	  artist	  alike	  
must	  find	  relevance	  in,	  and	  be	  stimulated	  by	  the	  piece.	  So	  I	  asked	  in	  the	  very	  first	  
set	  of	  pre-­‐production	  emails:	  “Why	  this	  play	  now,	  why	  was	  the	  decision	  to	  produce	  
Street	  Scene	  made?”	  	  To	  my	  surprise	  there	  was	  no	  answer.	  Like	  so	  many	  academic	  
theatre	  seasons,	  shows	  are	  produced	  “because	  there	  is	  a	  large	  cast	  and	  we	  can	  use	  a	  
lot	  of	  students,”	  or	  “because	  we	  needed	  to	  do	  an	  Opera	  and	  it	  seemed	  we	  had	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   50	  Chemers,	  Michael	  Mark.	  Ghost	  Light:	  An	  Introductory	  Handbook	  for	  
Dramaturgy.	  Carbondale:	  Southern	  Illinois	  University	  Press,	  2010.	  108.	  
	   	   Hadaway	  46	  
talent	  to	  do	  this	  one;”	  or	  any	  other	  of	  a	  long	  list	  of	  reasons	  unrelated	  to	  the	  play	  or	  
the	  connection	  it	  might	  have	  to	  the	  artists	  and	  audience.	  	  
	   In	  my	  thoughts	  and	  early	  analysis	  of	  the	  play	  I	  realized	  that	  Rice	  and	  Weill	  
are	  exploring	  the	  early	  globalization	  of	  America.	  I	  surmised	  that	  the	  themes	  
presented	  in	  the	  play	  are	  very	  much	  relatable	  to	  an	  audience	  in	  2015.	  Immigration,	  
socialism,	  capitalism,	  racism,	  exploitation	  in	  the	  media,	  family	  values,	  and	  the	  
freedom	  and	  comfort	  to	  love	  and	  marry	  whom	  ever	  one	  chooses,	  are	  themes	  
presented	  in	  Street	  Scene,	  and	  themes	  Americans	  are	  still	  grappling	  with	  today.	  This	  
play	  is	  as	  relevant	  as	  it	  would	  have	  been	  in	  1937,	  we	  American’s	  have	  just	  found	  
our	  way	  out	  of	  a	  severe	  recession,	  war	  and	  terrorist	  threats	  loom	  close,	  our	  
border’s,	  particularly	  to	  the	  south,	  are	  largely	  unpatrolled	  and	  open;	  while	  many	  
states	  argue	  over	  gay	  American’s	  rights	  to	  marriage.	  Rice	  stresses	  anti-­‐Semitism	  in	  
his	  play	  when	  the	  young	  couple	  composed	  of	  gentile	  Rose	  Maurant	  and	  Jewish	  Sam	  
Kaplan	  are	  parted	  by	  Rose’s	  boss	  and	  suitor	  Mr.	  Easter,	  a	  blatant	  reference	  to	  the	  
Christian	  cenotaph.	  Sam’s	  Mother	  also	  tries	  to	  intervene,	  urging	  Rose	  to	  go	  with	  
Easter	  and	  leave	  Sam	  alone:	  “Anyhow,	  it’s	  better	  to	  marry	  with	  your	  own	  kind.	  You	  
can’t	  mix	  oil	  and	  water.”51	  Themes	  in	  Street	  Scene	  reverberate	  and	  echo	  themes	  of	  
contemporary	  American	  life	  making	  it	  as	  relevant	  now,	  as	  when	  Rice	  first	  wrote	  his	  
play	  in	  1928.	  The	  UMD	  production	  team	  was	  fixed	  on	  the	  world	  of	  this	  play	  being	  a	  
prison	  that	  no	  one	  could	  escape	  from.	  While	  this	  theme	  is	  valid,	  it	  is	  certainly	  not	  
the	  only,	  nor	  necessarily	  the	  best	  theme	  to	  dwell	  on.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   51	  Weill,	  Rice,	  Hughes.	  210.	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   I	  was	  very	  aware	  of	  the	  multi-­‐cultural	  environment	  that	  is	  presented	  in	  the	  
script.	  Rice	  set	  the	  tenement	  building	  in	  isolation;	  a	  dilapidated	  warehouse	  building	  
on	  one	  side	  and	  a	  demolition	  in	  progress	  on	  the	  other.	  This	  makes	  the	  building	  an	  
island	  unto	  itself.	  My	  analysis	  of	  this	  isolation	  is	  that	  the	  building	  is	  a	  metaphor;	  
America	  is	  an	  island	  unto	  itself.	  The	  playwright	  suggests	  that	  the	  globalization	  and	  
mixing	  of	  the	  many	  cultures	  in	  one	  building,	  is	  a	  part	  of	  American	  exceptionalism.	  
Both	  World	  War	  I	  and	  World	  War	  II	  were	  fought	  on	  other	  lands,	  leaving	  America	  in	  
isolation	  while	  battles	  with	  enemies	  occurred	  across	  both	  the	  Pacific	  and	  the	  
Atlantic	  oceans.	  This	  began	  a	  period	  of	  the	  American	  belief	  that	  war	  would	  not	  
occur	  on	  U.S.	  soil.	  That	  period	  ended	  with	  the	  terroristic	  happenings	  of	  9/11;	  no	  
longer	  is	  America	  isolated	  from	  its	  enemies.	  	  
	  
IV.	  Production	  Meetings	  
	   In	  late	  December	  2014	  UMD’s	  Street	  Scene	  production	  meetings	  began.	  I	  was	  
prepared	  to	  give	  a	  presentation	  on	  my	  dramaturgical	  process	  at	  the	  first	  meeting	  
but	  was	  denied	  the	  opportunity,	  as	  other	  members	  of	  the	  production	  team	  
overpowered	  the	  conversation,	  thus	  forbidding	  me	  to	  speak	  even	  to	  introduce	  
myself;	  my	  place	  on	  the	  agenda	  was	  ignored.	  I	  had	  to,	  for	  the	  first	  time	  in	  my	  
dramaturgical	  experience,	  hold	  in	  the	  anger	  and	  disappointment	  while	  realizing	  
that	  a	  dramaturg	  is	  sometimes	  pushed	  aside;	  I	  should	  wait	  until	  called	  on	  to	  offer	  
my	  services.	  My	  faculty	  advisor	  calmed	  me,	  reminding	  me	  that	  I	  would	  need	  to	  wait	  
to	  be	  useful	  as	  the	  production	  called	  for	  my	  service.	  After	  the	  successful	  time	  period	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discussion,	  I	  had	  to	  humble	  myself	  and	  wait	  until	  I	  would	  be	  acknowledged	  and	  
employed	  by	  the	  production	  team	  once	  again.	  
	   The	  design	  conversations	  began	  as	  the	  set	  and	  costume	  preliminary	  sketches	  
were	  presented.	  Costumes	  were	  very	  realistic	  and	  true	  to	  the	  period.	  The	  set	  was	  
also	  very	  realistic.	  But	  questions	  of	  the	  budget	  arose	  for	  the	  set	  design	  and	  
revisions	  would	  have	  to	  be	  made	  so	  construction	  cost	  would	  be	  minimized.	  
Subsequent	  sketches	  over	  the	  next	  few	  weeks	  became	  more	  and	  more	  surrealistic.	  
The	  director	  insisted	  that	  it	  was	  appropriate;	  that	  the	  Salvador	  Daliesque	  melting	  
set	  looked	  like	  it	  was	  melting	  from	  the	  August	  heat	  in	  New	  York	  City.52	  I	  reminded	  
the	  production	  team	  that	  Rice	  had	  searched	  high	  and	  low	  for	  a	  tenement	  building	  
that	  fit	  the	  look	  he	  wanted	  at	  25	  w.	  65th	  Street	  in	  New	  York.53	  I	  also	  suggested	  to	  the	  
team	  to	  consider	  Weill’s	  desire	  to	  present	  something	  in	  realism,	  his	  past	  writing	  
effort	  had	  been,	  most	  recently	  at	  the	  time,	  surrealistic	  in	  aesthetics	  and	  earlier	  with	  
Brecht	  in	  his	  Epic	  Theatre	  style.54	  	  Both	  of	  these	  men,	  Rice	  and	  Weill,	  felt	  that	  
realism	  was	  appropriate	  and	  necessary	  for	  this	  piece.	  Street	  scene	  is	  a	  place-­‐based	  
piece	  of	  art	  and	  realism	  seems	  the	  obvious	  choice.	  Much	  to	  my	  bewilderment	  the	  
costume	  design	  was	  remaining	  in	  realism	  to	  the	  period	  as	  the	  set	  design	  became	  
angular	  and	  surrealistic.	  My	  suggestion,	  with	  the	  support	  of	  the	  light	  designer	  and	  
Chair	  of	  the	  Theatre	  Department,	  was	  that	  a	  concept	  had	  to	  follow	  through	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   52	  The	  first	  musical	  number	  in	  the	  show	  is	  “Ain’t	  it	  Awful,	  the	  Heat?”	  	  
	   53	  Rice.	  244.	  	  
	   54	  Kurt	  Weill	  and	  Bertolt	  Brecht	  collaborated	  on	  the	  Three	  Penny	  
Opera,	  and	  Rise	  and	  Fall	  	  of	  the	  City	  of	  Mahagonny.	  Brecht	  is	  known	  to	  have	  
modernized	  dramaturgy,	  using	  researchers	  to	  work	  for	  months	  on	  a	  
production,	  making	  sure	  every	  detail	  of	  the	  production	  was	  correct	  and	  
documented.	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whole	  design	  for	  the	  show.	  We	  would	  soon	  realize	  this	  was	  a	  battle	  that	  we	  would	  
not	  win	  and	  it	  was	  decided	  that	  the	  set	  would	  have	  touches	  of	  a	  Salvador	  Dali	  
melting	  effects,	  while	  costumes,	  lights,	  and	  props	  would	  remain	  in	  realism.	  	  The	  
question	  of	  “Why?”	  remained	  unanswered.	  	  
	   While	  these	  disappointments	  in	  my	  influence	  as	  a	  dramaturg	  were	  
distressing,	  I	  had	  to	  remind	  myself	  that	  the	  job	  of	  dramaturgs	  is	  a	  challenging	  one	  
and	  that	  my	  influence	  would	  not	  always	  sway	  a	  production	  teams	  decisions.	  If	  
nothing	  else,	  I	  found	  fulfillment	  in	  asking	  the	  questions	  that	  prompted	  the	  team	  to	  
examine	  the	  choices	  that	  were	  being	  made.	  	  
	  
V.	  Rehearsals	  
	   Unlike	  the	  first	  production	  meeting,	  I	  did	  have	  the	  opportunity	  to	  present	  my	  
dramaturgy	  to	  the	  cast	  at	  the	  first	  rehearsal.	  Offering	  assistance	  with	  any	  character	  
research,	  I	  then	  presented	  the	  PBworks	  website,55	  a	  platform	  that	  I	  had	  used	  with	  
Dr.	  Barnette	  in	  earlier	  projects.	  The	  Pbworks	  site	  takes	  the	  place	  of	  a	  hardcopy	  
casebook	  and	  is	  more	  accessible	  to	  everyone	  at	  any	  time.	  	  I	  stressed	  that	  the	  site	  
was	  for	  all	  to	  enjoy,	  each	  character	  had	  a	  page	  on	  which	  actors	  could	  post	  their	  
individual	  research.	  I	  earlier	  posted	  much	  of	  my	  research	  and	  anything	  I	  could	  find	  
that	  might	  be	  useful	  to	  the	  production.	  There	  is	  a	  page	  of	  glossary	  terms;	  definitions	  
of	  words	  and	  phrases	  that	  might	  not	  be	  widely	  known.	  There	  is	  a	  page	  for	  
production	  history	  including	  reviews	  of	  original	  productions	  and	  others	  that	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   55	  Umdstreetscene.pbworks.com.	  Permission	  must	  be	  acquired	  to	  
enter	  this	  site.	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followed.	  I	  posted	  scholarly	  articles,	  reviews	  and	  a	  bibliography	  of	  book	  sources	  
that	  I	  felt	  would	  be	  helpful.56	  The	  designers	  posted	  sketches	  of	  costumes	  and	  the	  set	  
so	  that	  cast	  could	  refer	  to	  them	  through	  out	  the	  rehearsal	  process.	  Finally,	  in	  an	  
effort	  to	  inform	  the	  cast	  of	  worldviews,	  I	  posted	  American	  and	  world	  events	  that	  
occurred	  before	  the	  summer	  of	  1937.	  I	  included	  basic	  history	  events	  but	  also	  
popular	  films,	  literature	  and	  music	  of	  the	  time	  period.	  	  	  I	  was	  hopeful	  that	  they	  
would	  review	  and	  study	  the	  site;	  realizing	  that	  this	  information	  would,	  or	  could,	  
affect	  their	  performances.	  	  
	   The	  reaction	  of	  the	  cast	  at	  that	  first	  rehearsal	  was	  promising	  yet	  fleeting.	  
When	  presented	  with	  the	  notion	  that	  the	  PBworks	  site	  would	  be	  a	  record	  of	  their	  
production,	  they	  all	  lit	  up	  with	  curiosity.	  I	  was	  pleased	  that	  almost	  every	  cast	  
member	  went	  and	  explored	  the	  site	  at	  least	  once.	  My	  faculty	  advisor	  had	  warned	  
me	  to	  keep	  the	  material	  light	  and	  not	  overwhelm	  students	  who	  might	  shy	  away	  if	  
the	  information	  was	  dense	  and	  heavy	  with	  scholarly	  writing	  so	  my	  postings	  were	  
basic	  in	  scope	  and	  content.	  But	  the	  minority	  of	  students	  returned	  to	  the	  site	  more	  
than	  a	  few	  times	  and	  none	  posted	  anything	  to	  either	  general	  pages	  or	  their	  
character	  pages.	  It	  is	  understood	  that	  theatre	  students	  are	  some	  of	  the	  most	  
overworked	  scholars	  in	  the	  university	  system,	  much	  like	  athletes,	  and	  when	  in	  a	  
production,	  rehearsing	  every	  night	  and	  studying	  when	  they	  can	  find	  an	  extra	  hour	  
leaves	  little	  time	  to	  contribute	  to	  a	  dramaturgical	  site.	  Yet	  I	  have	  seen	  this	  type	  of	  
site	  work	  in	  the	  past.	  Every	  person	  involved	  in	  a	  theatrical	  production	  must	  do	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   56	  I	  found	  little	  peer	  reviewed	  scholarly	  writing	  on	  Street	  Scene.	  Most	  
of	  the	  conversation	  on	  the	  show	  itself	  has	  been	  through	  critiques	  and	  
criticism	  of	  the	  show	  in	  such	  trade	  magazines	  as	  Opera	  Now	  and	  Opera	  
Times.	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research	  to	  understand	  and	  contribute	  to	  the	  world	  of	  the	  play;	  these	  types	  of	  
sights	  as	  a	  research	  tool	  can	  greatly	  improve	  the	  production	  as	  a	  way	  of	  sharing	  the	  
research	  being	  done.	  As	  I	  have	  discussed	  in	  earlier	  writings,	  scholars	  agree	  that	  
dramaturgical	  research	  is	  going	  to	  happen,	  whether	  or	  not	  a	  dramaturg	  is	  
employed.	  In	  the	  overworked	  academic	  world	  a	  dramaturg’s	  service,	  as	  a	  
researcher	  alone,	  should	  be	  cultivated	  to	  relieve	  production	  pressures.	  	  
	   As	  a	  dramaturgical	  assistant	  to	  Dr.	  Barnette	  during	  a	  production	  of	  Elephant’s	  
Graveyard	  at	  Auburn	  University	  in	  Auburn,	  Alabama;	  and	  as	  dramaturg	  for	  Dr.	  
Barnette’s	  adaptation	  of	  Red	  Badge	  of	  Courage	  that	  she	  co-­‐wrote	  and	  directed	  with	  
Michael	  Haverty	  at	  Kennesaw	  State	  University	  and	  Seven	  Stages	  Theatre	  in	  Atlanta,	  
Georgia,	  student	  actors	  were	  highly	  involved	  in	  recording	  their	  experience	  with	  
blog	  pages	  and	  sharing	  research	  and	  images	  that	  they	  found	  along	  the	  creative	  
journey	  of	  the	  productions.	  Dr.	  Barnette,	  being	  an	  excellent	  dramaturg	  herself,	  
instilled	  in	  actors	  and	  production	  teams,	  the	  collaborative	  value	  of	  not	  only	  the	  
artistic	  vision	  of	  the	  production,	  but	  also	  the	  collaborative	  research	  that	  could	  
enhance	  the	  vision	  of	  that	  production.	  The	  Red	  Badge	  of	  Courage	  designers,	  
musicians,	  and	  actors	  all	  contributed	  to	  the	  Pbworks	  site	  with	  photographs,	  videos,	  
design	  sketches,	  inspirational	  images,	  reflections	  on	  civil	  war	  site	  visits	  and	  veteran	  
guest	  speakers,	  as	  well	  as	  actor	  blogs	  both	  on	  the	  actors	  process	  and	  their	  
character’s	  bio	  and	  research.	  	  When	  Auburn	  University	  produced	  the	  production	  in	  
the	  fall	  of	  2015,	  I	  was	  ask	  to	  share	  the	  PB	  works	  site	  with	  that	  group	  of	  artist	  and	  
they	  built	  upon	  the	  site	  to	  expand	  the	  research	  and	  continue	  the	  use	  of	  the	  Red	  
Badge	  of	  Courage	  site.	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   This	  kind	  of	  dramaturgical	  involvement	  did	  not	  happen	  during	  UMD’s	  
production	  of	  Street	  Scene.	  As	  a	  guest	  dramaturg	  I	  was	  a	  stranger,	  not	  a	  faculty	  
member	  respected	  by	  the	  students	  from	  past	  productions	  or	  the	  classroom.	  In	  
reflection,	  it	  would	  have	  been	  more	  successful	  if	  I	  had	  have	  had	  the	  faculty	  
production	  team’s	  support.	  But	  this	  casebook	  in	  the	  form	  of	  a	  website	  was	  new	  to	  
the	  faculty	  also	  and	  I	  believe	  given	  the	  chance	  to	  dramaturg	  at	  UMD	  in	  the	  future	  
this	  form	  of	  research	  sharing	  will	  be	  embraced	  to	  a	  much	  fuller	  extent.	  	  As	  the	  
dramaturg	  I	  have	  planted	  seeds	  for	  future	  UMD	  production	  procedures	  and	  I	  have	  
personally	  gained	  some	  trust	  in	  the	  procedures	  that	  I	  have	  to	  share.	  	  	  
	  
VI.	  Program	  notes	  
	  
	   Program	  notes	  are	  a	  dramaturge’s	  direct	  conversation	  with	  the	  audience.	  
Notes	  are	  a	  personal	  expression	  and	  in	  some	  cases	  the	  only	  time	  in	  a	  production	  
that	  the	  dramaturg	  is	  heard.	  What	  is	  discussed	  in	  these	  notes	  is	  dictated	  by	  the	  
dramaturg	  of	  course,	  but	  also	  by	  the	  director,	  who	  may	  have	  notes	  in	  the	  program	  
as	  well;	  there	  is	  no	  need	  for	  a	  dramaturg	  to	  repeat	  what	  a	  director	  is	  addressing	  in	  
their	  notes.	  The	  theatre’s	  public	  relations	  or	  marketing	  department	  may	  also	  want	  
certain	  things	  presented	  in	  the	  notes,	  or	  as	  I	  found,	  notes	  of	  a	  specific	  length	  to	  fit	  
an	  allotted	  space	  in	  the	  playbill.	  	  Program	  notes	  can	  easily	  become	  cumbersome	  and	  
laden	  with	  academic	  jargon	  in	  a	  university	  setting.	  	  If	  an	  audience	  is	  going	  to	  read	  
them,	  and	  they	  often	  don’t,	  the	  notes	  must	  be	  enjoyable,	  informative,	  and	  written	  at	  
the	  audiences	  level.	  	  There	  is	  some	  debate	  as	  to	  what	  a	  dramaturg	  should	  reveal	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about	  the	  play	  before	  hand.	  Norman	  Frisch	  and	  Marianne	  Weems	  discuss	  this	  
briefly	  in	  “Dramaturgy	  on	  the	  Road	  To	  Immortality:	  Inside	  the	  Wooster	  Group;”	  an	  
article	  included	  in	  Dramaturgy	  in	  American	  Theatre:	  A	  Source	  Book.	  Frisch	  explains	  
the	  hours	  spent	  on	  a	  production,	  The	  Temptation	  of	  St.	  Anthony:	  
	  “Constructing	  program	  notes	  that	  would	  give	  the	  audience	  
some	  handle	  on	  what	  was	  going	  on	  on	  stage.	  It	  was	  a	  constant	  
point	  of	  tension	  between	  Liz	  (a	  director	  at	  the	  Wooster	  
Group)	  and	  myself,	  because	  Liz’s	  tendency	  is	  not	  to	  want	  to	  
give	  the	  Audience	  anything	  useful—or	  rather,	  to	  deliberately	  
give	  them	  information	  that	  is	  un-­‐useful.”57	  	  
	  
It	  is	  illogical	  to	  alienate	  the	  audience	  to	  which	  the	  art	  is	  being	  performed.	  It	  seems	  
only	  fair	  that	  a	  dramaturg	  stand	  as	  an	  ally	  between	  the	  production	  and	  the	  
audience.	  There	  is	  a	  delicate	  balance	  that	  must	  be	  performed;	  what	  information	  is	  
valuable	  to	  an	  audiences	  enjoyment	  of	  the	  piece	  and	  what	  information	  will	  leave	  no	  
room	  for	  an	  audience	  members	  ability	  to	  interpret	  the	  production	  and	  form	  his	  or	  
her	  own	  analysis.	  We	  as	  theatre	  artist	  must	  not	  spoon-­‐feed	  our	  audiences,	  they	  
tend	  to	  be	  smart	  people,	  and	  we	  must	  challenge	  their	  intellects	  and	  trust	  that	  they	  
will	  engage	  in	  the	  stories	  that	  we	  tell.	  
	   Street	  Scene’s	  Director	  asked	  that	  I	  focus	  on	  the	  production	  history	  for	  my	  
notes.	  This	  seemed	  wise,	  when	  the	  notes	  were	  due	  in	  January	  for	  a	  production	  
going	  up	  in	  May,	  and	  before	  the	  production	  really	  had	  time	  to	  settle	  into	  a	  concept,	  
in	  fact	  at	  that	  time	  we	  had	  just	  settled	  on	  the	  1937	  time	  period.	  It	  was	  very	  early	  to	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	   57	  Frisch,	  Norman	  and	  Marrianne	  Weems.	  “Dramaturgy	  on	  the	  Road	  to	  
Immortality:	  Inside	  the	  Wooster	  Group.	  A	  conversation	  between	  the	  Wooster	  group	  
dramaturges	  Norman	  Frisch	  and	  Marrianne	  Weems”	  in	  Dramaturgy	  in	  American	  
Theatre:	  a	  Source	  Book,	  edited	  by	  Susan	  Jonas,	  Geoff	  Proehl	  and	  Michael	  Lupu.	  
Belmont	  CA:	  Wadsworth	  Cengage,	  1997.	  483-­‐506.	  
	  
	   	   Hadaway	  54	  
know	  where	  the	  show	  concept	  might	  veer	  off	  course	  or	  change	  completely.	  	  Indeed,	  
if	  I	  had	  written	  in	  the	  notes	  about	  Weill’s	  great	  need	  and	  battle	  for	  realism,	  I	  would	  
not	  have	  been	  able	  to	  discuss	  or	  explain	  the	  surrealistic	  set	  that	  was	  yet	  to	  come.	  	  
	   Below	  is	  my	  draft	  of	  the	  program	  notes:	  	  
 
 




Welcome to Hell’s Kitchen! In 1928, Elmer Rice walked the 
streets of this New York City neighborhood in search of the 
perfect tenement house to inspire the Broadway production of  
Street Scene, his Pulitzer Prize winning play, which he also 
directed. He presented to the designers 25 West 65th Street: “A	  
house	  that	  completely	  answered	  my	  description.”58	  On	  the	  far	  
upper	  edges	  of	  Hell’s	  Kitchen,	  the	  neighborhood	  was	  once	  an	  
enclave	  of	  lower	  and	  working	  class	  Irish	  and	  Italian	  families.	  
In	  the	  1930s	  and	  1940s	  Hell’s	  Kitchen	  became	  more	  diverse,	  
even	  after	  the	  prohibition	  era	  sparked	  a	  gang	  ridden,	  mob	  
ruled	  atmosphere.	  Hell’s	  Kitchen:	  a	  gritty	  New	  York	  
neighborhood	  is	  where	  we	  find	  our	  production	  of	  Street	  
Scene,	  which	  director	  Alice	  Pierce,	  has	  set	  in	  1937.	  
	  
Rice,	  being	  very	  protective	  of	  his	  writing,	  reluctantly	  gave	  
Kurt	  Weill	  permission	  to	  set	  the	  play	  to	  music.	  Weill’s	  Street	  
Scene:	  An	  American	  Opera	  opened	  on	  Broadway	  in	  1946.	  	  
Composer	  Kurt	  Weill	  left	  Germany	  in	  1933	  after	  being	  
ridiculed	  by	  the	  Nazi	  party,	  Weill	  stated:	  “my	  whole	  musical	  
background	  is	  closely	  related	  to	  American	  Jazz.	  That’s	  why	  
the	  Nazis	  attacked	  me	  so.”59	  Himself	  an	  American	  immigrant,	  
Weill	  worked	  in	  France,	  Hollywood	  and	  for	  Broadway	  after	  
fleeing	  Germany.	  Best	  known	  for	  his	  Three	  Penny	  Opera,	  
written	  with	  Bertolt	  Brecht	  in	  Germany,	  Weill	  also	  penned	  
Knickerbockers’	  Holiday	  and	  Lost	  in	  the	  Stars	  with	  Max	  
Anderson	  and	  Lady	  in	  the	  Dark,	  with	  Ira	  Gershwin,	  for	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Broadway	  audiences.60	  Perhaps	  it	  was	  Weill’s	  own	  
emigration	  to	  America	  that	  drew	  him	  to	  compose	  for	  this	  
multi-­‐cultural	  immigrant’s	  world	  that	  Rice	  had	  created	  for	  
the	  stage.	  	  
	  
It	  is	  unclear	  whose	  idea	  it	  was	  to	  recruit	  Langston	  
Hughes,	  the	  “Jazz	  poet”,	  infamous	  for	  his	  role	  in	  the	  
Harlem	  Renaissance,	  to	  write	  the	  lyrics	  for	  the	  musical	  
version	  of	  Street	  Scene.	  Rice	  claims,	  in	  his	  
autobiography,	  that	  it	  was	  himself.	  Other	  accounts	  
suggest	  it	  was	  Weill’s	  idea,	  to	  compliment	  his	  jazz	  and	  
blues	  influences	  that	  would	  come	  to	  the	  Street	  Scene	  
score.	  In	  any	  view,	  it	  was	  a	  perfect	  match	  that	  Rice	  a	  
second	  generation	  German	  immigrant	  who	  was	  born	  in	  
a	  New	  York	  tenement,61	  Kurt	  Weill,	  a	  Jewish	  immigrant	  
fleeing	  the	  threatening	  Nazi	  party,	  and	  Hughes,	  an	  
African-­‐American	  in	  a	  race	  troubled	  nation,	  came	  
together	  to	  create	  a	  piece	  of	  American	  Opera	  centered	  
around	  a	  tenement	  building	  full	  of	  Jewish,	  Catholic,	  
Protestant,	  African-­‐American,	  Swedish,	  German,	  Italian,	  
and	  Irish	  cultures.	  	  
 
While it is heavy on production history, I hope that it will peak the interest of those 
audience members who read the notes. If I have peaked their curiosity, perhaps they will 
enjoy the lobby display at intermission or after the show.   
 
VII. Lobby Display 
In addition to and as an extension of the program notes, it was requested by the UMD 
Theatre Department to execute a lobby display. A lobby display must also, like the 
program notes, be directed to the audience without becoming overwhelming. The 
audience will be in the lobby only shortly before the performance and again during the 
intermission. They will only catch snippets of the display, so quick impressions are vital 
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to the success of a lobby display. Short, easy to read captions and quotations work best 
accompanied by photographs, to catch attention.  
 The lobby display provided an opportunity to shine. While other areas of the 
dramaturgical process were marked with both failures and successes, I was confident 
from the beginning that I would be successful in executing a museum quality display. It 
was an area that was totally within my control without word counts or other limits. I was 
given a small budget and a larger-than-normal area of lobby space than previously 
allotted for dramaturgical displays. The marketing director who also coordinated the 
lobby at the university theater, gave her full support to my needs and desires for the 
display. The	  Panels,	  shown	  below	  for	  quick	  reference	  are	  from	  the	  larger	  display,	  as	  
examples	  of	  the	  work.	  All	  of	  the	  panels	  can	  be	  found	  in	  Appendix	  II,	  along	  with	  
photographs	  of	  the	  larger	  display.	  	  The	  large	  posters	  measure	  10”x20”	  and	  the	  
smaller	  10”x10”.	  They	  are	  mounted	  on	  a	  wall	  of	  5-­‐	  4’x8’	  false	  brick	  panels	  which	  
represented	  the	  tenement	  in	  which	  the	  play	  is	  set.	  The	  atmosphere	  of	  the	  display	  
needs	  to	  reflect	  the	  atmosphere	  of	  the	  play.	  	  While	  not	  a	  replica	  of	  the	  show	  or	  the	  
set	  design,	  the	  display	  merely	  suggests	  the	  environment	  created	  in	  the	  theatre’s	  
performance	  space.	  There	  are	  a	  total	  of	  20	  large	  posters	  and	  20	  small	  posters.	  In	  
the	  larger	  posters	  I	  speak	  of	  production	  history,	  creators	  biographies,	  American	  
events	  and	  worldview	  in	  early	  1937,	  world	  leaders	  and	  world	  events	  of	  early	  1937,	  
and	  popular	  American	  culture.	  Each	  rectangular	  plaque	  contained	  information	  in	  
print	  and	  a	  photograph	  relating	  to	  the	  information.	  All	  placards	  were	  printed	  with	  a	  
sepia	  tone	  as	  to	  appear	  to	  be	  old	  newsprint;	  I	  felt	  this	  reflected	  the	  themes	  of	  media	  
and	  its	  role	  in	  the	  events	  of	  the	  play.	  The	  quotes	  on	  the	  smaller	  posters	  came	  from	  a	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wide	  array	  of	  20th	  century	  public	  figures	  including:	  Franklin	  Delano	  Roosevelt,	  
Tony	  Blair,	  Tony	  Kushner,	  Lyndon	  Johnson,	  Margret	  Mitchell	  and	  others.	  Most	  of	  
the	  quotes	  pertained	  to	  immigration	  and	  its	  many	  reflections	  through	  out	  the	  20th	  
century,	  others	  were	  quotes	  that	  related	  directly	  to	  the	  information	  that	  the	  poster	  
was	  expressing.	  One	  of	  the	  challenges	  in	  the	  display	  was	  the	  placement	  of	  the	  
quotes	  in	  relationship	  to	  the	  larger	  poster,	  as	  each	  large	  poster	  had	  a	  smaller	  one	  in	  
conjunction.	  Much	  of	  the	  information	  was	  drawn	  from	  the	  postings	  of	  the	  Pbworks	  
site.	  This	  allowed	  the	  audience	  to	  share	  in	  some	  of	  the	  information	  that	  the	  cast	  
received	  while	  in	  rehearsal	  for	  the	  show.	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   One	  other	  useful	  purpose	  of	  the	  lobby	  display	  is	  promotion.	  As	  students	  walk	  
through	  the	  theater	  lobby	  the	  display	  is	  purposely	  set	  up	  a	  week	  and	  a	  half	  before	  
opening	  for	  viewing	  and	  advertisement.	  The	  display	  also	  sits	  adjacent	  to	  the	  box	  
office	  so	  community	  members	  who	  come	  to	  the	  UMD	  campus	  to	  purchase	  tickets	  
will	  perhaps	  take	  the	  time	  to	  enjoy	  the	  display.	  The	  lobby	  display	  is	  the	  one	  most	  
influential	  aspect	  of	  the	  dramaturgy	  for	  Street	  Scene.	  	  More	  comments	  are	  made	  in	  
praise	  of	  the	  lobby	  display	  than	  any	  other	  aspect	  of	  my	  dramaturgical	  work.	  I	  
received	  many	  compliments	  from	  the	  cast	  and	  other	  students;	  The	  director	  was	  
overwhelmed	  and	  complimented	  the	  effort.	  The	  most	  telling	  compliment	  came	  as	  
the	  Chair	  of	  the	  Theatre	  Department	  called	  on	  a	  faculty	  Graphic	  Designer	  and	  a	  
representative	  of	  the	  Marketing	  Department,	  to	  explore	  how	  future	  dramaturgical	  
displays	  could	  emulate	  the	  work.	  	  
	   	  I	  made	  occasion	  to	  spend	  some	  time	  in	  the	  lobby,	  before	  the	  opening	  of	  the	  
show,	  observing	  reactions	  to	  the	  display.	  In	  my	  field	  notes	  I	  observed	  many	  
pedestrians	  in	  the	  lobby	  stopping	  to	  examine.	  To	  my	  surprise	  many	  spent	  a	  good	  
deal	  of	  time	  reading	  and	  absorbing	  the	  display.	  At	  some	  points,	  when	  there	  were	  
two	  or	  more	  observers,	  I	  would	  stand	  at	  the	  display	  myself	  and	  listen	  for	  honest	  
reactions.	  “This	  is	  really	  cool”	  And	  “This	  play	  might	  be	  really	  interesting”	  were	  	  a	  
couple	  of	  comments	  that	  I	  heard.	  To	  capture	  a	  student	  attention	  while	  taking	  a	  
shortcut	  through	  a	  theatre	  lobby,	  and	  interest	  him	  in	  an	  opera	  was	  by	  far	  one	  of	  the	  
greatest	  successes	  of	  this	  project.	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VIII.	  Talkbacks	  
	   The	  most	  disappointing	  aspect	  of	  the	  experience	  with	  UMD’s	  production	  of	  
Street	  Scene	  is	  the	  missed	  opportunity	  of	  post-­‐show	  talkbacks.	  The	  talkbacks	  were	  
at	  the	  discretion	  of	  the	  director	  and	  she	  refused	  to	  even	  discuss	  the	  possibility	  of	  a	  
conversation	  with	  cast	  and	  audiences	  after	  any	  performance.	  Talkbacks	  are	  very	  
enjoyable	  to	  me	  both	  as	  an	  audience	  member	  and	  an	  artist.	  As	  an	  audience	  
member	  I	  get	  to	  inquire	  about	  process,	  and	  question	  concepts	  and	  themes	  that	  
were	  either	  focused	  on	  or	  ignored	  by	  the	  production.	  As	  an	  artist,	  talkbacks	  are	  
invaluable	  as	  reflections	  as	  to	  what	  an	  audience	  saw	  and	  heard.	  The	  audience’s	  
interpretation	  can	  give	  very	  useful	  information	  as	  to	  how	  the	  work	  was	  received,	  
giving	  data	  as	  to	  what	  was	  artistically	  successful	  or	  where	  communication	  may	  
have	  broken	  down	  between	  artist	  and	  audience.	  
	   Before	  the	  show	  opened	  I	  was	  pleased	  to	  be	  invited	  to	  an	  opera	  appreciation	  
class	  that	  is	  a	  part	  of	  the	  continuing	  education	  program	  at	  UMD.	  Some	  actors	  sang	  
from	  the	  show	  and	  I	  got	  to	  talk	  about	  the	  dramaturgy.	  There	  were	  many	  questions	  
concerning	  the	  show	  and	  history	  of	  the	  period.	  	  I	  wish	  that	  I	  could	  go	  back	  and	  talk	  
to	  the	  class	  after	  they	  had	  seen	  the	  performance.	  The	  data	  collected	  there	  would	  




	   The	  American	  Studies	  program,	  along	  with	  the	  play	  analysis	  skills	  that	  I	  have	  
learned	  over	  the	  years,	  has	  made	  me	  a	  much	  better	  dramaturg.	  Street	  Scene	  is	  an	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almost	  perfect	  modern	  Aristotelian	  play.	  	  It	  encompasses	  unity	  of	  time,	  taking	  place	  
within	  a	  24	  hour	  period;	  unity	  of	  place,	  as	  all	  the	  action	  takes	  place	  in	  front	  of	  the	  
tenement	  building;	  and	  while	  there	  are	  subplots,	  and	  a	  plethora	  of	  actions	  on	  the	  
New	  York	  street,	  most	  of	  the	  action	  revolves	  around	  the	  Maurant	  family	  
completing,	  at	  least	  in	  part,	  the	  unity	  of	  action.	  Rice	  believed	  that	  the	  tenement	  
building	  itself	  was	  a	  character	  in	  his	  play.	  He	  explains	  his	  thoughts:	  
“The	  house	  was	  much	  more	  than	  a	  background;	  it	  was	  an	  
integral	  part	  of	  the	  play.	  It	  might	  almost	  be	  said	  that	  it	  was	  the	  
play…I	  was	  excited	  by	  the	  concept	  of	  a	  large	  number	  of	  
diverse	  individuals	  whose	  behavior	  and	  relationships	  were	  
largely	  conditioned	  by	  their	  accidental	  common	  occupancy	  of	  
a	  looming	  architectural	  pile.”62	  
	  
How	  could	  this	  production	  have	  better	  interpreted	  this	  sense	  of	  place;	  this	  
American	  place?	  Rice	  certainly	  used	  the	  unity	  of	  time	  to	  suggest	  the	  circular	  
repetition	  of	  life	  in	  the	  building;	  and	  he	  used	  the	  scenery	  to	  isolate	  the	  building	  for	  
our	  closer	  inspection.	  Yi-­‐Fu	  Tuan,	  in	  his	  book	  Space	  and	  Place:	  The	  Perspective	  of	  
Experience	  states:	  “Place	  is	  security,	  space	  is	  freedom:	  we	  are	  attached	  to	  the	  one	  
and	  long	  for	  the	  other.	  There	  is	  no	  place	  like	  home.	  What	  is	  home?	  It	  is	  the	  old	  
homestead,	  the	  old	  neighborhood,	  hometown	  or	  motherland.”63	  Rice	  understood	  
this	  sense	  of	  space	  and	  place	  long	  before	  Tuan	  wrote	  his	  excellent	  tome.	  In	  the	  
dramaturgy	  for	  Street	  Scene,	  through	  the	  lens	  of	  an	  American	  Studies	  student,	  I	  
longed	  to	  impart	  the	  importance	  of	  this	  place	  to	  each	  actor’s	  character.	  I	  wanted	  to	  
ask:	  What	  did	  the	  building,	  the	  city,	  the	  individual	  apartment	  mean	  to	  each	  
character	  in	  the	  context	  of	  this	  play?	  The	  details	  of	  the	  place	  called	  Hell’s	  Kitchen	  in	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New	  York	  City,	  which	  these	  immigrants	  experienced	  both	  as	  individuals	  and	  in	  
their	  collective	  memories,	  were	  there	  for	  student	  actors	  to	  give	  this	  theatre	  piece	  
life,	  and	  warmth,	  and	  heart.	  My	  research	  into	  the	  neighborhood,	  the	  city,	  America	  
and	  the	  condition	  of	  the	  world	  in	  1937	  all	  contributed	  to	  the	  life	  of	  the	  play	  and	  
gave	  it	  a	  better	  sense	  of	  the	  world	  of	  the	  play.	  	  
	   The	  many	  themes	  and	  motifs	  involved	  in	  and	  around	  this	  play	  made	  it	  
difficult	  to	  know	  which	  to	  focus	  on	  in	  my	  work.	  I	  wanted	  to	  convey	  the	  importance	  
of	  exploring	  the	  Marxist	  theories,	  socialism	  and	  racism	  in	  this	  show.	  There	  was	  a	  
great	  opportunity	  to	  teach	  about	  globalization	  and	  American	  immigrants,	  and	  most	  
certainly	  the	  multi-­‐culturalism.	  The	  exploration	  of	  American	  exceptionalism	  and	  
the	  cultural	  hegemony	  so	  prevalent	  in	  this	  piece	  of	  theatre	  needed	  a	  voice.	  	  	  Many	  of	  
these	  themes,	  in	  the	  customary	  frantic	  rehearsal	  period	  were	  left	  unaddressed.	  As	  
the	  dramaturg	  for	  this	  production,	  I	  leave	  feeling	  that	  I	  could	  have	  said	  so	  much	  
more	  about	  these	  themes,	  to	  help	  the	  pulse	  of	  the	  play	  become	  stronger	  and	  
healthier.	  But	  I	  realize	  that	  I	  did	  keep	  that	  pulse	  alive.	  	  I	  did	  contribute	  to	  a	  better	  
production;	  my	  being	  there	  and	  asking	  ‘Why	  this	  play	  now?’	  every	  time	  I	  needed	  to	  
research	  a	  question,	  influenced	  how	  I	  would	  answer	  those	  questions.	  This	  influence	  
thus	  reflected	  my	  answers	  to	  the	  ‘Why	  now?’	  question	  that	  dramaturgs	  need	  to	  ask	  
most	  often,	  and	  why	  I	  felt	  that	  this	  American	  play	  has	  relevance	  now,	  just	  as	  it	  did	  
when	  Rice’s	  show	  was	  a	  Broadway	  hit	  in	  1928.	  
	   Now	  in	  hindsight,	  the	  production	  has	  seen	  it’s	  final	  performance.	  
The	  lobby	  display	  has	  been	  taken	  down	  along	  with	  the	  surrealistic	  angular	  
set.	  The	  cast	  has	  left	  campus	  for	  the	  summer	  break,	  while	  I	  reflect	  and	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realize	  that	  indeed	  I	  made	  a	  great	  contribution	  to	  this	  Production.	  As	  I	  was	  
constructing	  the	  lobby	  display	  several	  students	  were	  amazed	  at	  what	  I	  had	  
done,	  realizing	  a	  missed	  opportunity	  to	  use	  my	  research.	  Shortly	  before	  
opening,	  hits	  on	  the	  PBworks	  site	  spiked.	  I	  become	  conscious	  that	  some	  
students	  were	  realizing	  only	  then,	  why	  I	  was	  there	  and	  wishing	  that	  they	  
had	  used	  me	  a	  bit	  more.	  One	  student	  requested	  to	  be	  invited	  to	  the	  
PBworks	  site	  only	  days	  before	  opening;	  she	  had	  ignored	  the	  invitation	  to	  
join	  the	  site	  earlier	  in	  the	  semester.	  These	  are	  seeds	  that	  will	  grow,	  and	  in	  
the	  future	  when	  students	  have	  a	  dramaturg,	  they	  will	  be	  more	  willing	  to	  
use	  that	  dramaturg.	  Faculty,	  in	  the	  future,	  will	  better	  trust	  and	  rely	  on	  my	  
research,	  or	  rely	  on	  a	  student’s	  dramaturgical	  research	  in	  an	  upcoming	  
production.	  That	  is	  the	  seed	  that	  I	  have	  planted	  with	  my	  successes	  here,	  
and	  hopefully	  as	  students	  of	  dramaturgy	  and	  directors	  learn	  together	  how	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